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Tinctoris's rules for 0 (by extension,
for C)„ .
............................
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THE NOTATION OF MUSICAL EXAMPLES IN THIS DISSERTATION
Musical examples are given in original note values,
because this provides the most convenient means of com
paring the examples with the directions of the Renaissance
theorists whose works are cited.

The note values and their

modern notational (not durational) equivalents'*" are as
follows t
Long

1

=
—

Breve
Semibreve

0

=

Rests

owo
o

Rests
Rests

=

Minim

Rests

J

Semiminim

1

Fusa

$■ =

Rests

=

Rests

Semifusa

=

Rests

H—
:n.y.:
“T--_I___ — =
=
r
>=

,

*
r

7

Musical examples are barred according to breve dura
tions in this dissertation, whether or not such barring is
present in the source from which the example is taken.

"*"The breve is equal to three semibreves in triple men
surations (0, 0) and in some triple proportions.
The semi
breve is equal to three minims in major prolation (e) and in
certain triple proportions.
The long is equal to three
breves in major modus; however, this condition is very rare
in the period covered by this study and for practical pur
poses may be disregarded.
The preponderant majority of the
music in this study is in duple division (C, 0, and duple
proportions) and conforms to the table above.
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TABLE OP ABBREVIATIONS
In most of the tables In this dissertation, and at some
points in the text, the following abbreviations will be used
to stand for individual dissonance types.
Type

Abbreviation

passing tone (unaccented)

pt

passing tone (accented)

Apt

lower neighbor (unaccented)

In

lower neighbor (accented)

Ain

upper neighbor (unaccented)

un

upper neighbor (accented)

Aun

escape tone (unaccented)

et

escape tone (accented)

Aet

anticipation

an

appoggiatura

a£

free tone, type 1

ftl

free tone, type 2

ft2

dissonant entry

de

dissonant preparation

dp

suspension

£

six-four sonority

6/k

six-five sonority (regular)

6/ 5r

six-five sonority (irregular) 6/5lr
miscellaneous sonority

ms

tritone

g
diminished triad (root, ^)

tt
—
o

simultaneous cross-relation

x

augmented triad (root, 3 )

+

The symbols shown above are combined with those for the
note values given on page xxvi (The Notation of Musical E x 
amples) in order to show the durations of the dissonances,
thus i

= minim passing tonej iln = semiminim lower neigh-

borj frApt = fusa accented passing tone, etc.
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A NOTE ON CITATIONS FOR MUSICAL EXAMPLES
In cases where space permits, identification of musi
cal examples is given by composer, title, and breve or mea
sure number(s).

For any examples which are taken from works

analyzed for this study, complete citations, including both
modern and Renaissance sources, are given in the Appendix,
pages 592-638.

For any examples which are taken from works

not analyzed for this study, complete citation is given
either with the example or in a footnote.
In cases where space does not permit citation of com
poser and title, the following form of citation is used«
the composer's name is followed by two numbers separated
by a colon.

The first number refers to a corresponding

number in the Appendix, where all pieces analyzed for this
study are entered by number.

The second number refers to

the breve or measure number.

For example, in the citation

"Josquin 25»11," in order to locate the composition, one
would look up Josquin in the Appendix, where the number 25
refers to the Kyrie I from the Mlssa L'homme arme*sexti
tonl.

The citation "Josquin 25ill" thus means Josquin,

Mlssa L'homme arme** sexti tonl, Kyrie I, measure 11.
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ABSTRACT
The treatment of dissonance is one of the most re
vealing aspects of musical style.

The present study

focuses on the period 1470-1521 and draws upon the music
of 42 composers, in three groups:

the Netherlands main

stream, a large group of English composers, and a small
group of composers from Italy and Germany who were geo
graphically separated from the other groups.

During the

period covered in this study, choral polyphony (rather
than vocal chamber music) was being cultivated in sacred
music, and the number of voice-parts employed increased
markedly.

In order to explore this phenomenon, a large

group of compositions in more than five parts was in
cluded in this study, together with a group of works in
normal four-part texture with which to compare them.
Chapter I of the dissertation is a historical
Introduction concerning writing in many parts and writing
for chorus, followed by definitions of consonance and
dissonance, showing the various types found in the chosen
repertoire.
Chapter II explores theoretical views of dissonance
treatment relevant to the period.

Most significant is

Tinctoris*s Liber de arte contrapuncti, which contains
the only thorough treatment of the metric placement of
xxix

dissonance found by the writer.
in detail.

This work is examined

Other treatises are referred to where rele

vant.
Chapter III is an examination of dissonance treat
ment by types.

Melodic dissonances are treated first,

followed by harmonic ones; examination of the latter
includes a fairly detailed discussion of problems of
muslca flcta in the repertoire.

The chapter ends with

a study of the mensurations and proportions employed in
the music analyzed, with special attention given to
factors which might indicate approximate performance
tempi.

It was found that, in most cases, each signature

had a consistent meaning as far as tempo is concerned.
Chapter IV contains summaries of the dissonance
treatment of each composer in the study.
cant findings were noted.

Some signifi

A new reading of Ockeghem's

36-voice canon Deo gratlas Is proposed— one which con
tradicts the view of Riemann and others that no more than
half the voices ever sound at one time in the work.
Questions of authenticity are dealt with concerning cer
tain works of Jc?squin; while no resolution of the ques
tions is reached, new data found in this study may prove
helpful.

It was found that each composer used melodic

segments found nowhere else in the repertoire, and that
the frequency of these segments varied widely among comxxx

posers; thus, apparently some composers habitually used
only melodic segments which were also used by other com
posers, while others used a much more individual melodic
language.

Further, dissonance distribution was found to

be quite an individual matter— no two composers were
alike, and differences were often quite marked.
Chapter V examines two matters central to this study:
a comparison of writing in four parts with that in five
parts or more, and a comparison of composers’ practices
with the metric treatment of dissonance advocated by Tinctoris.

It was found that for certain dissonances, espe

cially suspensions, usage in more than four parts was far
less frequent than in normal four-part texture.

Compo

sers* metric placement of dissonance, while not strictly
bound by Tinctoris's precepts, never strayed far there
from, so that his writings may be said to have reflected
current (and later) practice with considerable accuracy.
The dissertation ends with a summary, and suggestions
for further research.
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Chapter I
INTRODUCTION AND GENERAL BACKGROUND

I.

Rise of choral polyphony.
A. Historical overview. One of the most important

changes in the history of polyphony began around 1420* that
from vocal chamber music, with a single singer or player on
a part, to choral music.1 Together with this change, perhaps
because of it, there was a gradual increase in the number of
voices usually employed. At the beginning of the fifteenth
century three voices was the usual number, with occasional
pieces or sections in four parts. By the end of the century
four parts were most often used, with numerous pieces in
2
five, six, or even more parts. It seems that while chamber-style performance was the rule, there was little incen
tive to write for many voices.

Machaut's Messe de Notre

Gustave Reese, Music in the Renaissance (New York,
1959)» P. 21. Brian Trowell, "The Early Renaissance,"
Pelican History of Music. Vol. II (ed. by Alec Robertson
and Denis Stevens, Baltimore, 19&3)» p. 16.

2

Reese cites Josquin as using four parts, "as in
most of his works."
(Renaissance, p. 238.)

1

1
2
Dame , together with the organa quadruple and a few conductl-^ of the Perotin era, are isolated early instances of
four-part writing, and the Sumer canon

stands in even more

lonely eminence in its six-voice setting.
from before 1400,

All of these date

A five-part work by Dunstable was once

part of the Eton Choirbook, but is now lost.
The number of voice parts in a composition did not in
crease markedly from the three-voice Paris motet to the
four-voice isorhythmic motets of Dufay.

However, with the

introduction of choral polyphony a change took place.
By 1^50 a shift in style was occurring, exemplified in
£
such works as Dufay's Nuper rosarum flores and Dunstable's
7
Salve scema sanctltatis.
Composers sought more unity of
Q

style,

largely in two ways* by writing smoother melodies in

a more homogeneous texture than was found in the earlier,
^"Reese, Music in the Middle Ages (New York, 19^0), p.
356. Elwyn Wienandt, Choral Music of the Church (New York,
1965)» PP. ^0-^2 (modern editions listed, p. 41).
2
Printed in Heinrich Husmann, Die drel- und vierstlmmlgen Notre-Dame Organa. Kritisohe Gesamtausgabe (Leipzig.

1940).

^Reese, Middle Ages, p. 3°7.
^Ibid.. pp. 396-397; dated c. 1310.
c
^Manfred Bukofzer, Preface to John Dunstablet Complete
Works (Muslca Britannica. VIII, London, 1970), p. xiv.
.

^Reese, Renaissance, p. 79 (modern editions listed).
^Dunstable, Complete Works, p. 86.
Q

Trowell, "Early Renaissance," p. 17•
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ornate, treble-dominated style;1 and, with increasing fre
quency, by calling on more voice parts than normal, in order
to create a full, rich stream of sound. The addition of a
2
true bass voice occurs at about this time. Certainly by the
1480's, perhaps as much as a decade earlier, the norm of four
voices was surpassed with some frequency.

Six-voice works

appeared occasionally, and several works from the Eton Cholrk
book are in seven, eight, nine, and even thirteen parts.
The tendency toward increased scoring reached its highest
point in the century in Ockeghem's Deo gratias^ in thirtv-slx
parts. Such large numbers of voices are a feature of choral
rather than chamber music.
B.

Choral writing and dissonance treatment. Polyphony

before Dufay was apparently conceived for contrasting tim-

1Nanie Bridgman, "The Age of Ockeghem and Josquin" in
The New Oxford History of Music. Vol. Ill (London, i960),
p. 24l.
p
Reese, Renaissance. p. 6 7 ; p. 106.
■^Reese (Renaissance, p. 236) lists Josquin's Missa
Hercules Dux Ferrarlae as an early work.
Considering Josquin's life-span (c.1440-1521), 1470 would be a reasonable
date. Frank LI. Harrison gives 1460-1500 as the inclusive
dates for the Eton Choirbook music ("English polyphony,
c.1470-1540" in The New Oxford History. Ill, 3^9 )• Other
examples could be cited.
4
The Eton Choirbook is printed as Vols, 10-12 of
Muslca Britannlca (ed, by Frank Llewellyn Harrison).
^This work was printed as Deo gratia by Petreius in
Ntirnberg in 1542 (Tomus tertlus Psalmorum . . .. #40).
See below, pp. 357-363»

bres.1 With the change to choral polyphony, composers sought
to blend voices rather than to make them stand out. This
meant that dissonance had to be treated more carefully than
before, because a discord sounds far harsher when sounded by
two voices of the same color than the same discord sounded
by contrasting colors. Thus, composers after 1^20 increas
ingly abandoned the "nervous ornamental dissonance" of
their forebears and turned to euphony.

2

The overwhelming predominance of consonance sometimes
found in such composers as Dunstable soon gave way to var
ious techniques for the controlled use of dissonance. Given
the nature of the medium, one might expect that solutions
to the problems posed by dissonance would be sought and
achieved sooner in choral works than in vocal chamber music.
One might also infer that, the greater the number of parts,
the greater the need for control over dissonance.
II.
A.

Scope of this study.
Coverage. This dissertation is an investigation

of dissonance treatment procedure, especially when more
voices than normal are present. The presence of more than
four voices is regarded as exceptional, as are the tech
niques (if any) which were developed especially for
treatment of dissonance occurring when more than four

acter

■^Beese, Renaissance, p. 106. Contrasts of melodic chaa>
are pointed out among voices within a narrow range,
2
Trowell, "Early Renaissance," p. 17.
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voices are sounding.

Such exceptional techniques can be

found only by comparison with what occurs under normal cir
cumstances (i.e., when four or fewer parts are sounding).
The dissonances which are the subject of this study are di
vided into two groups*

those occurring in normal texture

(four parts or fewer), and those occurring in abnormal tex
ture (five parts or more).
The repertoire for this study is also in two divisions*
a control group of compositions in normal texture, and an
experimental group of works in abnormal texture.

The latter

group was limited to works in six or more parts for two rea
sons.

First, inclusion of five-part works would expand the

amount of music to be covered beyond a practical limit.
Second, the full complement of voices is usually employed
sparingly in this period, frequently reducing a five-part
piece to normal texture (only one voice need rest in order to
accomplish this).

In pieces for six voices or more, there is

much greater opportunity to examine dissonance treatment in a
larger-than-normal number of parts.

Naturally, even in six-

voice works there are frequent reductions in the number of
sounding voices.

Dissonances occurring when four or fewer

voices are sounding in a six-voice work are grouped with
those occurring in the "normal" group* only those occurring
when five or more voices are sounding are placed in the
exceptional group.
The time span for this study is from the beginning of
six-part writing in sacred choral music to the death of

Josquin— a period of about half a century (c. 1*170-1521). By
the time of Josquin's maturity, the full technical resources
of the musical Renaissance were in use in writing choral mu
sic.

Changes and refinements of certain aspects were yet to

take place (Knud Jeppesen deplores the crudities of the Jos
quin era when comparing works from that time with Pales
trina's music"*"), and yet a powerful choral style had been
achieved.

Josquin and his contemporary Heinrich Isaac

(c. 1^50-1517) were the first composers to write many works
in six or more parts.

Because Josquin was recognized both in

his time and in our own as one of the supreme masters of the
art of composition, it is fitting that this study focus upon
his works and the stylistic procedures derivable from them.
The dissonances found in the repertoire selected for
this study are explored in both melodic and rhythmic con
texts.

This study treats in depth the matter of placement

of dissonance within the tempus. especially in relation to
mensuration or proportion.

From internal evidence it is pos

sible in many cases to arrive at plausible tempo relations
between mensurations or proportions— relations by no means
always obvious on the surface or always in accordance with
the prescriptions of the theorists of the time.
The melodic contexts in which each dissonance type
occurs are also treated in depth.

Common and uncommon

figures are shown, together with variants of some of them.
"*"Knud Jeppesen, The Style of Palestrina and the Disso
nance (New York, 197° repr. of 19^6 translation), pp. 55%
75, 133, etc.
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Comparison is made with the Palestrina style where appro
priate .
Finally, a comparison of dissonance in four-part writing
with that in writing in more than four parts is made.
B..

Limitations.

Certain aspects of the repertoire are

covered only fleetingly or not at all in this dissertation.
1.

Melodic writing.

Dissonances in this period

occur within the context of melodic writing.

However, the

subject of melody itself— the curvature of the lines, length
of phrases, and other considerations— is
vant to a study of dissonance.

not strictly rele

The melodic units of concern

here are quite small, usually from three to eight notes in
length.

While they may provide an important turning point

in the longer melodic structure, it would add a prohibitive
amount of material to this study were it necessary to consi
der (e.g.) whether a particular figure occurred most often
in the highest, lowest, or middle range of the tessitura;
or whether it most often occurred at the beginning, middle,
or ending of a phrase.
The intervallic construction of a melody is considered
only when it is relevant to the specific dissonance types
discussed.

The numerical preponderance of passing and

neighboring forms, as opposed to those Involving disjunct
motion, shows that, where dissonance is concerned, conjunct
motion is far more common.

For the purposes of this study

it is sufficient to point out that where a high proportion
of disjunct motion appears, with frequent triadic outlines,

8
the proportion of dissonance declines precipitately.
Several melodic figures which occurred fairly frequently
during this period are treated in depth only when associated
with dissonance.

This applies especially to the cambiata

figure, which is examined in detail when it contains an escape-tone dissonance.
2.

Modality, tonality, and musica ficta.

These are

subjects of great importance in music of this period; how
ever, for a study of dissonance types, their application is
limited to diminished or augmented sonorities and cross
relations .
3.

Harmonic rhythm.

This is another subject of

great importance but limited in application.

6

Suspensions,

6

^ and ^ sonorities, and dissonant preparations are often

associated with specific harmonic rhythms.

This is pointed

out wherever it becomes important.
Contrapuntal devices.

In discussions of par

ticular pieces the presence of a canon may be noted; like
wise for a cantus firmus.

However, no comparison is made

between canonic and non-canonic works, or between pieces
with and those without cantus firml.

In general, it may

be observed that (1) long-note cantus firml seldom contain
any dissonances, but may engender large numbers of passing
dissonances in the surrounding voices— more so than in a
pervasively imitative texture;

(2) canonic imitation is

generally so written as to be quite similar to non-canonic
writing in dissonance treatment, with very few instances of

9

any exceptional dissonances arising as a result of canonic
procedures or difficulties.

Donald Grout states,

Ockeghem and the other Netherlanders seem
to have believed that as far as the ordinary
listener was concerned the perfect canon, like
the perfect crime, must not even be suspected,
much less detected.1
If this statement is true, then composers would see to
it that dissonance treatment in canonic writing would
be similar to that in other writing, lest the canon
stand out by contrast.
III.

Terminology. It would be best to consult Ren

aissance sources for the terminology of dissonance types
to be used in this study. However, this is not possible.
Among the foremost theorists of the late fifteenth and
early sixteenth centuries (Aron, Martin Agricola, Gaffurius, Bartolome Ramos de Pareja, Tinctoris, Spataro, Ornithoparchus, Adam von Fulda, John Hothby), only Gaffurius and Tinctoris deal with dissonance treatment.

Both

men wrote of dissonances mainly in terms of harmonic in
tervals, and neither employed terms dealing with melody.
The only term used to refer to a specific dissonance
type is "syncopation dissonance," meaning suspension;
even here, however, the orientation is metric rather
than melodic.

Thus, if one wishes to deal with melo

dic aspects of dissonance treatment, he must
1

Donald Jay Grout, A History of Western Music
(New York, revised ed., 1973)» P » l88.
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employ terms not found in these theoretical works.
The foremost study of dissonance treatment In the Ren
aissance remains Knud Jeppesen's The Style of Palestrina and
the Dissonance.

Jeppesen's counterpoint text and that of

Gustave Soderlund'1' are based on that pioneering work.

In the

present work, frequent reference is made to these later
sources, and the terminology given in detail below derives
in part from them.

However, Jeppesen and Soderlund dealt

with a period almost a century later than that under discus
sion here.

Therefore, in the present study their terminology

is adapted to accommodate the considerable stylistic differ
ences between the two periods.
While melodic dissonance-treatment terminology must be
derived from modern authorities, it is still possible to
gain much knowledge of dissonance treatment from a few theo
retical sources of the fifteenth and sixteenth centuries.
2
Among these Tinctoris*s Liber de arte contrapunctl stands
out.

It Is by far the most extensive treatise on the hand

ling of dissonance dating from those centuries.

Therefore,

it is the basis for much of the following discussion.
A.
tions..

Tinctoris

Consonant and dissonant intervals and combina
lists all of the concords (consonant in-

"^Gustave Soderlund, Direct Approach to Counterpoint in
16th Century Style (New York, 19^7)•

2

Tinctoris, The Art of Counterpoint (Liber de arte oontrapuncti). trans. and ed. by Albert Seay, American Institute
of Musicology, I96I (Musicological Studies and Documents, 5)*
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tervals) then in use (c. 1*1-78) as the following! unison, m i 
nor and major thirds, perfect fourth, perfect fifth, minor
and major sixths, octaves, and the compounds of all of these
up to the perfect 22nd.

He also classified the concords as

perfect (unison, fourth, fifth, octave, and their compounds)
and imperfect (the r e m a i n d e r ) T h e fourth is regarded as a
special case* by itself it is not a concord, but must have
a fifth or third under it in order to sound pleasing.

2

The discords are the minor and major seconds, tritone
("false fourth"), minor and major sevenths, and their com3
pounds, up to and including the major 21st.
Tinctoris also
Includes among the discords what he calls the "false con
cords"! the diminished fifth, augmented fifth, diminished
and augmented octaves, and their compounds; one assumes he
would also include the augmented unison.
All intervals are reckoned up from the lowest sounding
voice.

Any combination of consonances above the bass is
£
apparently considered consonant even if, as in the^ combina
tion, a dissonance occurs between two upper parts 5 certainly,
no treatment is prescribed for this situation by Tinctoris or
any of his contemporaries.

However, in this study the ^ com

bination is treated as dissonant because of the second or

1Ibidi , pp. 18-20.
2Ibld.. p. 2 9 .
^Ibld.. pp. 85-86.
^Ibid.. p. 9 5 .
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seventh involved.'1'
B.

Non-essential (decorative) melodic dissonances.
1.

Passing tones.

A passing tone is-a dissonance

which fills in by step a melodic skip, usually of a third;
sometimes two successive passing tones fill in a fourth.
The passing tone is approached and left in the same direc
tion.

In duple division of the beat, if two passing tones

occur successively, one of them will be relatively accented.
Passing tones may occur simultaneously in two or more voices;
these may be accented or not.

Fig. 1 . Passing tones (circled). Isaac, Ego autem sicut
oiiva, measures 52-55 (Choralls Constantlnus. Book III,
ed. L. Cuyler, p. 3).
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Neighbor tones.

Also called auxiliaries, these

The earliest authorities (known to this writer) who
discuss the 6/5 dissonance are Thomas Morley (Plalne. and
Easle Introduction. 1597) and Giovanni Conerarlo (Rules How
to Compose, c. 1610). See also Manfred Bukofzer's Introduc
tion to the latter (facs. ed., Los Angeles, 1952, pp. 13-1^)
and H. K. Andrews, The Technique of Byrd's Vocal Polyphony
(London, 1966), pp. 227-231.
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are dissonances which are approached from.and return to the
same pitch by step.

They may occur simultaneously in two or

more voices, accented or unaccented, and above or below the
pitch they embellish (i.e., upper or lower neighbor tones).

Fig. 2. Neighbor tones (circled). Obrecht, Q.uls numerare
queat. Pars II, measures 12-16.
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Escape tone.

Also called echappee, this is a

usually unaccented dissonance approached by step and resolved
by leap.

Both approach and resolution may be in either di

rection.

An escape tone approached from above and resolved

down by a third appears as part of the cambiata figure (see be
low, page 15). For examples of escape tones, see Fig. 3*
page 14.

1^

Fig. 3 . Escape tones. Obrecht, Q.uls numerare queat. Pars
II, measures 71-7^.
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Anticipation.

This is an unaccented dissonance

which is repeated as a consonance in the next sonority.
Approach may be conjunct or disjunct, from above or below.

Fig.
^a.

k

4rr-r

Anticipations (circled).
Tinctoris, Virgo Del throno dlgna. measures Jj-8-50
(George Drake, The First Printed Book of Motets, Ph.D.
diss., 1972, p.~120)“
a

M
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m
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(Fig. 4 concluded, p. 15.)

3

15

Fig. 4 (cont.)
4b.

Josquin, Benedicta es, caelorum reglna, bars 25-26.
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Nota camblata.

This is a melodic figure

which in the late sixteenth century was almost always of
four notes disposed thusi -i:. I;

The rhythm could

also be found in these patterns:

and

Jeppesen mentions'1' that "freer forms"
existed alongside the ones given here during the early
years of the Netherlands school.

This is true to such an

extent that, while the figures shown above were quite
common in the period covered by the present study, they
do not account for a majority of the patterns containing
the essential features of the cambiata figure as defined
for present purposes: namely, a pattern of at least three
notes beginning with a dotted note, descending by step to
a note one-third the value of the preceding, then de

1

Jeppesen, Style, pp. 148-149.
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scending a third to the third note.
often an escape tone.
ted.

The second note is

Any of these figures may he inver

When the figure does include a fourth note (a ris

ing second from the third note), it may he a passing
tone.

Some five-note figures occur* a note is interpo

lated between the third and fourth notes of the four-note
figure.

The contour

0

^—

a

values (see Jeppesen, 212, 218),
important in defining the figure.

also occurs in even note
The contour is, indeed,
However, in this dis

sertation the dotted-rhythm beginning is also considered
essential.

Cambiata figures are shown below.

Fig. 5. Cambiata figures, various types (shown by brack
ets). Josquin, Inter natos mulierum. Pars I, 31-32,

> Ua 11

]

1 ... ni,
;
— =

--- !

?—
- hr ---M —

— ft
--- U-

—
— T.
<■*2° ------------“ ■■ :uzLZL.— - ""

In Fig. 5, measure yi (the first measure quoted),
the first note of the bracketed figure contains a suspen
sion— a fairly unusual but by no means unknown occurrence
among cambiata figures of this period.
6.

Free tones.

Two types of unaccented disso-
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nance remain to "be shorni those which are approached byleap, and those which are both approached and resolved
by leap.

They are designated free tones, type 1 and

type 2, respectively; examples are shown below.

Fig. 6.
6a.

Free tones (circled in examples).

Free tone, type 1.
measures 107-108.
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Free tone, type 2,
measures 47-48.
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Appogglatura.

Also called "leaning tone,"

this is an accented dissonance approached from either
direction by leap and resolved in either direction by
step.

It is thus the accented equivalent to the free
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tone, type 1.

An example is shown below.

FIg. 7. Appoggiatura. Alwood, Mlssa Praise Him praise
worthy. Gloria, measure 79*
/t\____________________
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8.

Dissonant entry.

sonance preceded by a rest.

This is a weak-beat dis

Only one of these was found

in the music analyzed for this study; it is shown on
page 159.
C.

Essential (Rhythmically Controlled) Dissonances.

Except for the appoggiatura, all the dissonances dis
cussed so far have one major attribute in common.
them are usually (some always) unaccented.

All of

They bridge

the gaps between strong beats rather than articulating
such beats.

They may add suavity, smoothness, and grace

to a melodic line, but they will not give it propulsion
and energy.

That function is fulfilled largely by the

essential dissonances.
1.

Suspension.

Also called the syncopation dis

sonance, this is the most basic and numerically predomi
nant type of essential dissonance.

In most cases it
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takes the following formi a voice sounding a consonant
note holds it into a strong beat on which it is dissonant;
it then resolves downward by step to a consonance.

The

note when first sounded as a consonance is called the
preparation, the same note held over or rearticulated is
the suspension, and the consonant note a step down is the
resolution.

Sometimes the resolution is upward by step.

Ordinarily the preparation is at least as long as the
suspension.

Suspensions are very common immediately pre

ceding cadences because of their strong rhythmic orienta
tion (strong-beat dissonance exerting a powerful pull
toward consonant resolution on the following weak beat).
Suspensions may be single, double, or triple; in
multiple cases the resolutions may be simultaneous or
successive.

Suspensions with a note interpolated be

tween the dissonance and the normal stepwise resolution
are called ornamented suspensions.

Suspensions are

named according to their durations and to the intervals
they form above the bass.
The suspension may be rearticulated.

An example of

this type is shown in Fig. 4b, page 15 (beginning of se
cond measure, top voice).
Fig. 8, page 20.

Some other types are shown in
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Fig. 8.
8a.

Suspensions (at points marked "x").

Josqulm Benedlcta es. caelorum reglna. Pars I,
measure
4F

|bj
;> .
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8b.
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Josquini Missa Ave maris stella. Kyrie I, measures
13-1^ (Werken van Josquin des Pres, Missen II, 1).
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2.

Consonant 2nd, ^th, 7th, 9th.

the designation "consonant," these are dissonant.

In spite of
A bet

ter name for them is "dissonant preparation," for they
are used to prepare suspensions, often occurring over a
stationary bass,

(The term "dissonant preparation," ab

breviated d£, is henceforth used in this study to refer
to this type of dissonance.)

Usually of minim value

(i.e., as the first half of a syncopated semibreve, the
second half being the suspension), these dissonances
occur on weak beats and are approached from either
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direction, by step or leap.

Any dissonance used for the

suspension may also prepare It.

For example, see below.

Fig. 9. Dissonant preparation. Isaac, Angell. archangell. Pars II, measures 7-8.

3.

The six-five dissonance.

The fifth and the

sixth were consonant intervals! thus, each could occur
above the bass, even both simultaneously, in which case a
dissonance occurs between the fifth and the sixth.

In

later periods, treatment of the dissonance was regular
ized, usually as followsi

The fifth is prepared as a

consonance on a weak beatj the sixth enters against it
on the next strong beat; and the fifth resolves down
ward by step on the following weak beat, the bass ascend
ing simultaneously with the resolution.

In metric place

ment this arrangement resembles the suspension,1

The

M a n f r e d Bukofzer treats the 6/5 only as a suspen
sion, pointing to its consonance with the bass as its only
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"bass sometimes remains stationary so that the fifth re
solves to a fourth, which may he a passing tone or a
dissonant preparation for a suspension.
In the period under discussion, the regular form of
the t occurs; but other forms, generally far freer in
treatment, are also found frequently.

Often the ^ a s 

sumes the character of an ornamental dissonance, occur
ring in short note values at unaccented points.

At other

times it may be treated virtually as a consonance, with
neither member prepared or (according to later usage)
properly resolved.
The following four musical examples illustrate some
of the various dispositions of the ^ sonority (Figs. 10
through 1'J, beginning on page 23).

distinction from other suspensions (Introduction to Gio
vanni Coperario's Rules How to Compose, c. 1610, facs. re
print, Los Angeles, 1952, pp. 13-l4). He refers to some
of the. irregular instances cited in Soderlund (Direct
Approach, pp. 100-102) as "improperly classified as sixfive chords." This view is too restrictive to be useful
in dealing with music of the late fifteenth and early
sixteenth centuries. For present purposes a definition
which is too inclusive is seen as preferable to one which
is too exclusive.
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Fig. 1ft- Regular 6/5 sonority ( atX). Anonymous (Rener?),
Venl Creator, measure 25 (Das Erbe deutscher Muslk.
vol. 21, p. 7*0.
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Fig. 1 1 . An Irregular 6/5. Bauldeweym Mlssa Da nacem.
Agnus Del II, bar 70 (Josquin, Werken. Messe IV, p.
56).
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In Fig. 11 the sixth Is prepared, and the fifth en
ters against It In the manner of a dlssonant-preparationsuspenslon formation.

Beat 3 is, indeed, a suspension,

which resolves normally.

2k

Fig. 12. Irregular 6/5. Josquin (?— see pages 383-3 8 8 ),
In illo tempore— Et ecce terrae. motus, measures
Sk-65 (Werken. Motette #55).

In Pig. 12 the preparation and entrance of the ^
dissonance are both normal, but the' bass remains sta
tionary, making the resolution of the fifth a dissonant
preparation for the suspension on the third beat of the
second measure quoted.
In Pig. 13 (page 2 5 ) are shown two ^ sonorities.
In the first measure quoted, the fifth is prepared and
the sixth enters against it; but the fifth remains sta
tionary instead of descending stepwise, as would be ex
pected in later forms; further, the bass descends rather
than rising by step.
of the ^ is prepared.

In the second measure, neither note
Both are reached simultaneously,

after which the bass and the sixth above it resolve out
ward by step while the fifth remains stationary.

25

Fig. 13. . Irregular 6/5. Alwood, Mlssa Praise Him
praiseworthy» Gloria, measures 20-21.
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The six-four sonority.

The simultaneous use

of a sixth and a fourth above the bass occurs countless
times In music of this period} however, usually the
fourth functions as one of the melodic dissonances already
described.

In some cases, however, the ^ chord Is al

lowed to sound as such without being explicable as one
of the other dissonance types.

In cases where the ^ so

nority can be shown to arise from any of the dissonance
types previously discussed, it is so treated.

Only in

cases where no such origin can be shown is the ^ sono
rity classed as such.

26 .

For an example, see Fig. 14, page
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Fig, 14. Six-four sonority. Agricola, Resurrexit sicut
dlxlt. measures 55-56 (Edward Lerner, The Sacred
Music of Alexander Agricola, Ph.D. diss., 1958,
Vol. Ill, p. 6^)>
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D.

Harmonic dissonances.

The dissonances so far

discussed all involve notes foreign to the interval
structures now known as major and mir.or triads (includ£
ing ^ sonorities). Next to be defined are cases in
which these consonant structures are rendered dissonant
by the presence of an augmented or diminished interval.
1.

The diminished fifth or triad.

In spite of

being strongly discouraged by theorists such as Tinetoris,'1' the diminished triad was widely used, in first
inversion and even in root position.

Occasionally a

diminished fifth without a third is found.

In many

cases the application of muslca flcta to remove the
tritone is problematic.

One such case is shown in

^Tlnctoris, Counterpoint, p. 130.
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Fig. 15 (below)

Fig. 15. Diminished triads. Anonymous * Ave Maria, mea
sures kG-^9 (Josquin, Werken. Motette la).
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Simultaneous cross-relation.

This dissonance

arises from use of the natural and altered forms of a
pitch simultaneously, resulting in Intervals of the aug
mented unison and augmented or diminished octave, all re
garded as strongly dissonant.

Cross-relations occasion

ally occur when the leading-tone is used in one voice
against the lowered seventh in another.

Muslca flcta

frequently presents problems in such cases.

Tinctoris

states,
Indeed, perfect concords which are made
imperfect or superfluous by a chromatic semi
tone, that'is, by alteration, must be avoided,
although I am aware that almost all composers
use these . . . as follows herei
(Musical example shown as Fig. 16, page 28)

28

Fig. 16, Tinctoris, musical example for Chapter
XXXIV, bars 6-7.1 Cross-relation shown at X.

The frequency of cross-relations In English composi
tions Is well known, though the heyday of that device Is
about a generation later than the latest English composers
included in this study.

F. L. Harrison's explanation1

is that the practice of having a B-flat in the signature
of the lower parts and none in the upper parts led to
frequent oppositions of B and B-flat, sometimes simul
taneously.

Further, composers like John Browne occasion

ally imported the lowered seventh, idiomatic to Mode
VII, into Mode V, leading to clashes like those in Fig.
17 (page 2 9 ).

1Tinctoris, Counterpoint, p, 131.

2

Frank Llewellyn Harrison, Music in Medieval Bri
tain (London, 1958), pp. 325-327.
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Fig. 17. Cross-relations. John Browne, Stabat luxta
Chrlstl cruoem, measures 192-19^ (as barred in the
source ; rebarre 1 here iil breves ), in the Eton C
book (Miisica Br itanni ca X, 71).
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The definitions given in this chapter are for con
venience of reference and give, in many cases, a gen
eral idea of the dissonance from which occasional devi
ations may be noted in actual practice.

CHAPTER II
SOME THEORETICAL VIEWS

Many musicians of the late fifteenth and early to
mid-sixteenth centuries wrote treatises on music.
of these were didactic in intent.

Many

While they were

necessarily based upon practices of the era in which
they were written, they also exhibit certain biases in
pointing out to the student the ways in which current
practices were considered to be less than ideal.^
Thus, such treatises frequently reflect current practice
only where that practice coincided with the author's own
view on the subject.

They are, therefore, most useful

when their prescriptions are compared to procedures found
in the actual music of the time.
In this chapter, three of the most important writ
ings on dissonance treatment from the late fifteenth and
sixteenth centuries are examined.

2

Tinctorls's Liber de

^A case in point* Tlnctoris forbids the use of a dis
sonance longer than the preceding consonance, such as the
semibreve dissonance formed by a minim dissonant prepara
tion followed by a minim suspension, since the dissonance
begins on the second minim of the breve. In his own works
he does not use this construction. However, almost all of
his contemporaries and followers used it.
2
Twentieth-century commentaries are also cited, but
only as secondary materials.
30
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arte contrapunctl (1478) has already been mentioned as
containing the most comprehensive coverage of the subject
in any treatise from the period under discussion.

Fran-

chinus Gaffurlus's Practica muslcae1 (1496), while not
nearly as specific as Tinctoris's work in most respects,
does contain a few points of Interest not found in the
earlier work.

Gioseffo Zarlino's Art of Counterpoint

(Part III of Le Istltutlone Harmonlche, 1558)^ deals
quite explicitly with some aspects of dissonance treat
ment and, in spite of its late date, is in some respects
far closer to the practice of Josquin and his contempora
ries than either Tinctoris or Gaffurlus.
The writing in these three treatises is frequently
sketchy, vague, and confusing.

Tinctoris is particularly

difficult to understand except in light of the musical
examples accompanying his text.

Many matters of consi

derable interest to twentieth-century readers are men
tioned only in passing (e.g., melodic writing) or not at
all (e.g., text setting and underlay, musical form).
These treatises deal with technical details which, pro
perly understood with the aid of the accompanying exam
ples, give much useful information about what was consi
dered .by these theorists to be exemplary writing.
^"Trans. and ed. by Irwin Young (Madison, 1969).
2
Trans, by Guy A. Marco and Claude V. Palisca
(New Haven, 1968).
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I.

The role of dissonance.

The use of dissonance

is regarded as of secondary importance by these theo
rists.

Dissonance is a means of getting from one conso

nance to another rather than an expressive resource.
Tinctoris says,
. . . small discords in the ways mentioned
above are at times allowed to be used by musi
cians, Just as reasonable figures /of speech/
by grammarians, of /sic/ the sake of ornament
and necessity.
For a song is ornamented when
an ascent or descent is made from one concord
to another by compatible means and by synco
pation which cannot occasionally be made with
out di s cords. ■*Gaffurius writes,
. . . when a discord is concealed by means
of syncopation and by the very rapidity of
a passage, it is permitted in counterpoint.
This occurs in almost all composition when
we engage an imperfect concord out of which,
by the contrary motion of the voices, we ad
vance directly to the perfect concord nearest
to it. At;that time a minim or even a semi
breve which immediately precedes the imper
fect concord will be a discord. That is, it
will be either a second when issues out of a
third into a unison, or a fourth when it
evolves into a fifth, or a seventh when it
resolves into the equal-sounding octave.
Consequently this type of syncopated discord
is concealed, causing no blow to the ear.
In these quotations there is emphasis on making the dis
sonance inconsequential and inconspicuous.

Zarlino still

echoes this emphasis*
. . . dissonances are permitted in diminished
counterpoint when used incidentally . . . They
■^Tinctoris, Counterpoint. p. 127.
2
Gaffurius, Praotlca. pp. 137-138.
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may not be employed at random and without rule,
but thoughtfully, purposefully, and reasonably.1
n a passage of many consecutive minims7 . . .
when the dissonance Is Introduced stepwise on
the second minim, the movement is not offensive
because of the relative velocity of such pass
ages. Not so in leaping movements, however,
since the dissonance is made so noticeable by
the skip that it can hardly be tolerated.
Zarlino's comments on the suspension are especially illu
minating in regard to his attitude toward dissonancei
,/after describing the mechanism of the suspen
sion^ Such a dissonance is tolerable, because
in singing the syncopated semibreve the voice
holds firm, and a certain suspension is heard,
a taciturnity that is noticed amid the percus
sions that produce the tones and make them dis
tinguishable from one another in time. So the
ear barely notices this dissonance, not being
sufficiently stimulated by it to comprehend it
fully. Since there is no percussion, the move
ment seems weak to the ear, which is stimulated
by percussions. When the syncopated note is
thus held, the voice loses that vivacity which
it had on its first percussion. The dissonance,
placed on the second half of the syncopated
note, is thus weakened and is barely perceived,
concealed as it is by a stronger movement in
the other voice, which is changing location at
the same time with a livelier progression. Al
though the ear is offended to a certain degree,
it is compensated by the consonance that imme
diately follows. Not only does this dissonance
not displease, but it is very agreeable to the
ear, for the dissonance makes the consonance
seem sweeter and smoother. This perhaps re
sults because any quality is best perceived and
appreciated by comparison with its opposite.3
In this excerpt even the suspension is spoken of in terms
1

Zarlino, Counterpoint, p. 92.

2Ibld.. p. 95.
3Ibld., p. 95? P. 97.

34

of concealment In spite of its position as an accented
dissonance, usually a minim in length.

For the sake of

comparison, here are two more recent views of the sus
pension!

/The counterpoint of the early Renaissance/
harnessed dissonance between preparation and
resolution} it could now appear on strong beats
as a powerful motive force whose logical momen
tum propelled the contrapuntal harmony of the
diatonic age until the time of Schttnberg and
his school.
Here for the first time we encounter a disso
nance which is not the accidental result of a
melodic progression, but which is used just
because it is desired that dissonance— and
dissonance only— should be heard at the point
where it is placed. I allude here to the
syncope dissonance!2
Why such divergent views between the Renaissance theo
rists and the more recent commentaries?

The historical

hindsight we now possess is an unsatisfactory answer
unless we discount the theorists' opinions.

Perhaps

Tinctoris, Gaffurius, and Zarllno did not know the sig
nificance of the suspension.

This is an unlikely suppo

sition, for all three were practicing composers who used
this dissonance in the very ways cited by Jeppesen and
Trowell.

Could performance practice somehow subdue the

suspe. sion to such an extent that Zarlino's remarks
about the dissonance being "barely perceived" were liter-

^Trowell, "Early Renaissance," pp. 16-1 7 .

2

Jeppesen, Style, p. 225.
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ally true?

This, too, is unlikely to be the case, for

if the suspension were as imperceptible as Zarlino says,
why hedge it about with such strict rules?

Jeppesen's

comments seem far more accurate than Zarlino's when
compared to actual usage.
The reason for this diversity of views may be the
ability of the human mind to form theories based on ab
stract concepts while simultaneously dealing with prac
tical matters such as composition in terms of the theo
ries only insofar as they do not Interfere with prac
tical necessities.

Deviations from theoretical norms

are explained away rather than being truly elucidated.
This allows the composer to continue using a technique
at odds with theoretical or aesthetic principles but
still permitted because of "pleasing effect" or other
vague reasons.

The suspension, according to Jeppesen

and other modern scholars, is a clear exception to the
usual type of incidental dissonance; it fairly clamors
for attention both by position within the accent struc
ture and by relative duration (it is equal in length to
v

the longest melodic dissonance allowed)''.

The Renais

sance theoretical stance seems to arise from the general
concept of dissonance itself, as something to be passed
over as quickly as possible because it is only a means
of getting from one consonance to another.

This view of

dissonance was so strongly held that a blatant exception
to it, a dissonance that was not incidental but struc-
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tural, could not be allowed.

Certainly the suspension

dissonance could not be forbidden; it was too effective
in use.

Therefore, it had to be subsumed into the pre

vailing system of thought.

Thus Zarlino, though he him

self used suspensions in the manner and for the reasons
described by Jeppesen, explains them away in the terms
quoted abovei likewise for Gaffurius and Tinctoris.
Zarlino's statement that the dissonance "makes the
consonance seem sweeter . . . because any quality is
best perceived and appreciated by comparison with its
opposite" is in direct opposition to the earlier state
ment of Tinctorisi
And there are some who approve the intro
duction of such an integral discord for the
reason that an immediately following concord
would appear more suave, since it has been
alleged that one quality placed beside its
antithesis gleams forth more brightly.
0
most valid reasoning!
Never ought any vice
be committed by a man of commendable virtue
so that his virtue may shine more clearly;
never ought any inept ideas be inserted into
a distinguished oration so that the other parts
may seem more elegant. And which one of our
learned painters striving to delight the sight,
I ask, has considered introducing some kind
of deformity into any lovely form so that the
other members may appear more beautiful?1
At first this appears no more than an amusing difference
of opinion; however, these passages reveal, another aspect
of Renaissance dissonance theory.

Iijt spite of the fact,

stated by both,, that there are degrees of consonance and
^"Tinctoris, Counterpoint. p. 127,
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dissonance, the two qualities themselves are held to be
antithetical, so that any consonance, however imperfect,
is less dissonant than any dissonance, however mild.
The specific directions of these theorists concern
ing dissonances have two aspects, rhythmic and melodic;
they are dealt with below in that order.
II.

Rhythmic aspects.

Tinctoris prescribes

treatment of specific note values at specific places
within the tempus and mensura of the principal mensura
tions then in use.

"Specific note values" are durations

of note-signs under Integer valor (hereafter abbreviated
1 .v.) and the equivalent durations, shown by other signs,
in other proportions.

By tempus is meant an integral

breve duration in any of the mensurations, counting from
the beginning of the piece or section.

Mensura is the

word Tinctoris uses to refer to the value "by which the
song is measured."

Dissonances were to be placed so

that the hearer could orient himself with respect to
both tempus and mensura.
In reference to Tinctoris and his writings, parti
cularly Liber de arte contrapunotl. Edward Houghton says*
His detailed specifications for the location
of consonance and dissonance which occupy Chap
ters XXIII to XXIX of Book II, indicate an un
derlying organization of, and discrimination
among, mensural quantities. His prescriptions
would have no meaning if the mensural system
merely specified proportional durations.
Tinctoris uses the word mensura to define
the quantity according to which a particular
piece is measured. In tempus perfectum (0)
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and imperfectum (C), it is the semibreve.
The mensura, similar to our primary pulse,
is an abstract unit of measure since it may
or may not coincide with the given values at
a particular point.1
The same article contains the following quotation from a
treatise written during Ockeghem's later years*
Also, note that prolation minor in tem
pus perfectum ought to be counted by three
semibreves or their value for one. tempus from
the beginning to the end. . . . Also it must
be noted that all those signs must be prefixed
to a song in minor prolation with tempus im
perfectum . . . , and that song should be
counted by two semibreves or their value for
one tempus from the beginning to the end.2
Houghton further states^ that over one hundred passages
of rests in Ockeghem's works in the Chigi manuscript were
found in which metric grouping by tempus could be sought;
in the vast majority of cases it was found, showing that
the tempus as a unit was held to be important and was
supposed to be communicated to the performer by the nota
tion.
In Book II of Liber de arte contrapuncti. Tinctoris's first and most general direction is this*
. . . not only in major prolation, but also
in minor, having put a concord on the first
■^Edward Houghton, "Rhythm and Meter in 15th-Century
Polyphony," Journal of Music Theory 18,1 (Spring 197^),
P. 193.

2

Anonymous, Tractatus de muslca figurata et de con
tra punc to. from Coussemaker (ed.), Scriptorum de muslca
medll aevi novam serlem. Vol. IV, p. 4^3* translated in
Houghton, "Rhythm," p. 197,
•^Houghton, "Rhythm," pp. 198-199*
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or another part of the minima and, in minor,
additionally on the first or also on another
part of the semibreve, /composers/ place a
discord of this /value/ or of a smaller note
above that immediately following.1
It is apparent from the musical example following this
chapter (see Fig. 22, page 46) that when Tinctoris says
"the first . . . part of the minima," he means nothing
more specific than "the beginning of the minima," the
smallest part of which then in general use was the fusa.

2

The word "part" cannot uniformly mean "half," because
"the first and another part" would be translated "the
first half and another half," adding up to the entire
value of the note and leaving none for the dissonance.
The word "value" in the quotation refers to the duration
of the concord taken at the beginning of the minim or
semibreve.

Therefore, if the concord were a semiminim,

the discord could be a semiminim or smaller; tut if the
concord were a fusa, the discord could only be a fusa.
The word "part" is almost certainly variable in meaning,
so that the phrase "the first and another part" may refer
to dotted values.

Thus, after a dotted semiminim of con

sonance, a fusa of dissonance may occur.

Fig. 18, page

40, shows what is interpreted as being permitted by this
passage.

At (a) there is consonance on the first semi

■^Tinctoris, Counterpoint, p. 113.
2
Tinctoris does not use the term "fusa." The sign
£ means duple division of the semiminim but is not given
a name in this work.
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minim, dissonance on the second} at (b) there is conson
ance on the first fusa, dissonance on the second.

At

(c) there is consonance on the first three-quarters of
the minim, with dissonance on the last fusa.

All of these

are permitted in both major and minor prolation.

Fig.

18, (d), (e), and (f) show the analogous situations in
longer values which are also permitted in minor prolation.

Fig. 18.

Permissible dissonances, both prolations.

Tinctoris*s directions do not permit a semiminim
dissonance after a fusa of consonance, or any dissonance
longer than the preceding consonance, such as the disso
nant preparation of a suspension.

Thus, Fig. 19 (a) and

(c) (page 4l) woulti not be allowed because of rhythmic
considerations.

However, Fig. 19 (b) and (d) would be

permissible as described above.
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Fig. 19. Impermissible dissonances (at a and c), both
prolations.
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Tinctoris then states,
On the other hand, indeed, not only in
major prolation, but also in minor, a discord
is almost always taken above the first part
of the first of two minimae, existing as a
unit or separately in the same place, or of a
minima by Itself, and, additionally, in minor
prolation above the first part of two semi
breves, also existing as a unit or separately
in the same place, immediately preceding some
perfection.1
In this passage the word "perfection"
"cadence,"

(perfectlo) means

From inspection of the musical examples

throughout Liber de arte contrapunctl one may infer
that, as far as dissonance treatment is concerned, per
fectlo means a cadence introduced by a suspension.
"Cadence" is here used to refer to the ending of a
phrase or section in a single voice part, whether or
not the phrase is elided to the following phrase.
The passage above may be clarified by the follow
ing changes in word order and syntax* by taking "two
minimae" as "an imperfect semibreve or its division into
two minimae," "two semibreves" as "the first of two semi■^Tinctoris, Counterpoint, p. 113.
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breves or an Imperfect breve," and by moving the phrase
"Immediately preceding some perfection (read cadence)"
nearer the beginning of the sentence.

The passage then

reads,
On the other hand, indeed, not only in
major prolation, but also in minor, a discord
is almost always taken above the beginning of
the last imperfect semibreve preceding a ca
dence, which semibreve may be divided into two
minims; discord may be taken above the begin
ning of a minim immediately preceding the ca
dence; and, additionally, in minor prolation,
discord may be taken above the beginning of .
an imperfect breve value (divisible into two
semibreves) immediately before a cadence.
The cadences in Tinctoris's treatise fall so consist
ently at the beginning of the tempus that coincidence is
ruled out.

By his example Tinetoris shows that he felt

this placement to be an essential attribute of a cadence.
There are only four cadences in the entire book’1' which do
2
not fall at the beginning of a tempus.
Of these, only
one^ can be said to occur under normal conditions; the
4
others are quite exceptional from other viewpoints.

^pp. 117, 121; two on p. 1 3 7 •
2
This does not include improvised (super llbrum)
examples, to be discussed later.
Jp. 117; a cadence in tempus lmperfectum (C) falls
on the second semibreve of the tempus.
4

The cadence on p. 121 occurs when all three voices
are in different mensurations, where a strong orientation
to any one mensuration does not exist. Even so, the ca
dence in question falls at the beginning of the tempus in
two of the three voices, though not in its own voice.
The two suspension-cadences on page 137 occur simulta-

^3

In view of Tinctoris's great consistency in placing
cadences at the beginning of the tempus (85 out of 86
instances occurring under normal conditions), one may
assume conscious intent on his part.

He had no barlines

to guide him in cadence placement and must therefore have
kept count quite carefully in order to ensure uniform
placement.

Therefore, the directions cited on preceding

pages may serve as orientation, not merely to the disso
nance placement within the cadence formula, but to spe
cific placement within the tempus before which the cadence
occurs.
Pig. 20 (page 4^) shows some interpretations of the
possibilities outlined above.

At (a) is "a discord . . .

taken above the first part of two minimae, existing as a
unit"j at (b) "a discord . . . taken above the first of
two minimae . . . separately in the same place."
is "a discord . . . above the first part . . .

At (c)

of a min

ima by itself" 1 at (d), "in minor prolation above the
first part of two semibreves . . . existing as a unit."
At (e) is a discord "above the first part of two semi
breves . . . separately in the same place."

All of these

neously. This whole example is one in which Tinctoris
deliberately introduces elements not found in ordinary
counterpoint because the example is in "trumpet style,"
in which all sorts of abnormalities are -tolerated.
Further, the example is...in 0, a mensuration not dealt
with elsewhere in Liber de arte contrapunctl1 this fact
makes its application as an example for usage in 0 (tem
pus perfectum) difficult to justify.
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figures immediately precede a cadence at the beginning
of a tempus.
Tinctoris continues his chapter with a passage
which allows chain suspension over "a descent into some
perfection . . . made by many minimae or, additionally,
in minor prolation by many semibreves."
trated in Fig. 20,

Fig. 20.

These are illus

(f) and (g).

Strcng-beat dissonances preceding a cadence.
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Tinctoris follows this chapter with a lengthy ex
ample which appears as Fig. 22.

To facilitate analysis

of this piece, the rhythmic situations described thus far
for placement of dissonance are tabulated in Fig. 21
(page 45).

In Fig. 21, circled notes are dissonances,

and suspensions are marked "x."

The numbers indicating

each main type in this figure are used also in Fig. 22
to show where each occurs.

Fig. 21, type 12 is not

described specifically by Tinctoris, but its exact anal
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ogy to type 7 and the fact that it is found in Fig. 22
warrant its inclusion here.

Types 1 through 4 are the

unaccented dissonances described first and shown in Fig.
18 (page 40).

Types 5 through 9 are the accented disso

nances shown in Fig. 20 (a) through (e) (page 44), and
types 10 and 11 are the chain suspensions shown in Fig.
20 (f) and (g) (page 44).

This is a complete set of rhy

thm patterns of which half (types 1, 2, 5, 6, 7, and 10)
are found in either prolation, the remainder being in
minor prolation only.

In Fig. 21, the P following the

barline in types 5 through 12 stands for Perfection, and
the notes preceding it are understood to stand thus in
relation to the following downbeat cadence.

The upper-

voice consonances represent durations which may be broken
up into smaller note values or even (in types 5 through
9) contain other dissonances.

Fig. 21. Rhythmic placement of dissonance. Dissonances
are circled or (if suspensions) marked "x." Tincto
ris does not specify melodic direction (except for
the phrase "descent into some perfection"), so none
is expressed or implied here.
1-a
lb
lc
2
3a
3b

7

«

9

10

11

12

k6
Fig. 22, Example from Tinctoris, Liber de arte contrapunctl, pp. 113-115* text omitted. Dissonances are
circled or, in the case of suspensions, shown with
an X. Numbers under circled notes refer to Fig, 21,
page ^5. Numbers in parentheses denote dissonances
of the rhythmic type indicated by the number but
occurring against a note value different from that
shown in Fig. 21, It is evident from the number of
such occurrences that Tinctoris is prescribing the
place within the tempus or mensura, rather than the
value against which, a dissonance may occur.
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Fig. 22 (cont.)
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Every dissonance In Fig. 22 is accounted for "by at
least one of the rhythms given in Fig. 21.

The unac

cented dissonances may sound at certain points within
any beat, while the accented ones may sound only at cer
tain points within the tempus, preceding a cadence.
Pig. 23 (page ^9) is a diagram in which the posslbili-

1*9
ties outlined so far are placed within a tempus (both e
and 0 are shown).

Fig. 23. Rhythmic placement of dissonance, both prolatlons. An "x" within a box shows that a disso
nance occurs at that point in some tempus in Fig.
22. Numbers within the boxes refer to types given
in Fig. 21 (page 1*5) and show why dissonance is
permitted at that point. Blank boxes show points
not permitted dissonant,
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Two main differences are apparent between the mensu
rations diagrammed above.

In minor prolation, dissonant

minims are allowed on any beat, while none are allowed in

50
major.

In major prolation, the first, third and fifth

semiminims must remain consonant; only the first and
fifth must remain so in minor.

In both mensurations,

notes longer than a minim are consonant, and the first
fusa of the minim is consonant if this value begins the
minim.
In his next chapter Tinctoris states that in any
proportion having a ratio of a power of two, the values
found in such proportions are treated as are the values
of equivalent duration in 1.v.

Fig. 24. Dissonances in proportions with ratios of
powers of two. Tinctoris, Counterpoint. p. 117*
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Fig. 24, from Tinctoris's musical example for the chap
ter, shows breves in octuple diminution, equal to semiminims and so treated.

This example is in imperfect

tempus, minor prolation (C).

Dissonance placement for

this mensuration follows the directions given for the
last two semibreves of the diagram for perfect tempus
(0) in Fig. 2 3 , page 49.
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Next Tinctoris deals with one of the most difficult
aspects of his treatise»
HOW DISCORDS MUST BE ALLOWED IN REGARD
TO THE PARTS OF NOTES DEFINING THE MEASURE
OF THE SONG, CONSTITUTED UNDER BINARY PROPOR
TION AND PERFECT BY THE NATURE OF THE QUAN
TITY TO WHICH THEY ARE SUBJECT
If, indeed, any of the notes mentioned
above, constituted under binary proportion,
are perfect by nature of the quantity to which
they are subject, such as a breve of minor pro
lation but of perfect tempus in duple /propor
tion/, or a longa of minor prolation and imper
fect tempus but of perfect minor modus in qua
druple, since then the measure is defined, not
according to this note unit, but only accord
ing to two of its parts, it is necessary that
its last complete third part or its first part
be a concord, for the reason that by it the
definition of the measure begins,1
Tinctoris continues by stating that over the second part
of such a note a dissonance may occur as under rules al
ready given.
In this quotation the word "part" means "third,"
since Tinctoris is speaking of perfect values.

Thus,

the phrase beginning with the word "since" can be re
stated, "since then the measure is defined, not accord
ing to this (perfect) note unit, but only according to
two-thirds of it."

This is shown in Fig. 25, page 52,

quoted from Tinctoris's musical example for the chap
ter, in which, in perfect tempus, the tenor has the
proportional indication

2

The second tenor note, a

■^Tinctoris, Counterpoint, p. 118.
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perfect "breve in duple proportion, occupies half an l.v
tempus and is half again the length of the 1 .v. semi
breve.

That semibreve is thus two-thirds the length of

the duple-proportion breve, which is the relationship
referred to by Tinctoris in the statement, "the measure
is defined, not according to this note unit, but only
according to two of its parts."

Fig. 2 5. Duple-proportion breve equalling half an i.v.
tempus (l£ 1 .v. semibreves),•from Tinctoris,
Counterpoint, p. 118.
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The phrase "its last complete third part or its
first part" can be restated, "its last complete third
part or the beginning of that third part."

This is shown

in Fig. 26, in which only the middle voice is in 1 .v.
(see p. 5 3 ) The bottom voice contains the notes (im
perfect longs in this case) which equal half a tempus.
The "last complete third part" of these Imperfect longs,
which coincides with the third and sixth l.v. minims of
each measure of the middle voice, begins consonantly.
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Fig. 26. More half-tempus values.
From the example In
Tinctoris, Counterpoint, p. 119.
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Immediately after the above quotation, Tinctoris
states that such a half-tempus note must begin conso
nantly, and that no suspensions are allowed over any
part of It.
Tinctoris makes no distinction in these chapters
between perfect and imperfect tempus; the distinction
is between major and minor prolation.

He calls for no

special treatment to demonstrate the number of beat
units in perfect tempus except when some proportion
operates to form note values which divide a perfect
breve unit in half, thus producing a conflict between
values of two minims' and of three minims' length (the
imperfect semibreve being the note that defines the
measure).

This type of cross-rhythm was to be dealt

with so that the note whose value was half the tempus
began consonantly, and its third part, an 1.v . semi
breve later, also began consonantly.
Tinctoris's next chapter deals with triple pro-

5^

portion*
In triple proportion, thus, as in triple,
sexquialtera, subsexquialtera, sextuple, and
the like, if the note according to which the
song is totally or principally measured is
perfect or augmented or imperfect through im
perfection or through the nature of the quan
tity to which it is subject, then, having placed
a concord on its first part, a discord of a like
or smaller note is permitted to be taken above
the second.
But, if this note be perfect or augmented
or a smaller note precedes it through syncopa
tion or not, since its third part is accus
tomed to be accented more than the second,
this demands a concord above all of it or__above
its first part. And, when syncopating, [ifj
two smaller notes precede a perfect or aug
mented note of this type, then all of its sec
ond part requires a concord, for the reason
that the measure begins to be defined by it.
While, indeed, it occurs that a descent
into some perfection is made through one or
many notes of this kind in ternary proportion,
then, if they are perfect or augmented, above
the first part of not one of these should a
discord ever be taken. Otherwise, however, if
they are imperfect in any way, then the first
part of any one of them will permit a discord
to be taken above them . . .-1The musical example for this chapter is in perfect
tempus (0 ), for which the semibreve is the "note ac
cording to which the song is . . . measured,"

It is

this value, and its equivalents in the various propor
tions and mensurations employed in the piece, which is
the subject of Tinctoris's chapter.

The piece is fairly

long, with many changes of proportion and mensuration.
A schematic diagram of the changes, together with the

^"Tinctoris, Counterpoint, pp. 119-120.
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equivalents of the i.v. imperfect semibreve, is shown as
Fig. 27 (below).

Of the eight sections of the piece, I,

III, and VII are in l.v.. while the rest all contain
one or more of the ternary proportions mentioned above.

VOICE! SECTION
I
II

in

1

O o

1 *

O

&

Fig. 2 7 . Changing notation for the 1 .v. semibreve in
musical example, Tinctoris, pp. 120-122. The piece
is in eight sections. Under the numeral for each
section is given, for each voice, the mensuration
and proportion for the section, followed by the
equivalent (in the section) of the 1 .v. semibreve.
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Tinctoris's instructions regarding the above note
values may be summarized as follows*
1. Any of the notes above, or any other
note in ternary proportion equal to an 1 .v.
semibreve, after having a concord on the first
part, may have a discord on the second.
2. If the note Is perfect or augmented,
Its third part must begin as a concord.
3. If such a perfect note is preceded by
a smaller note, whether or not the smaller note
places the perfect note in syncopated position,
its third part must begin as a concord.
h, If a perfect or augmented note is placed
in syncopated position by having two smaller
notes before it, Its second part must begin as
a concord.
5. If any of the above notes is imper
fect, a discord may be taken above its first
part (preceding a cadence)* perfect notes may
not have such discords.
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The first two of these rules are already familiar,
though #2 extends somewhat the principle stated in re
gard to notes equal to half a ternary breve.

Rule #3 is

another case of # 2 , given separately to show contrast
with #^.

The smaller notes referred to in the quotation

have a value of one-third the perfect note, because if
such a perfect note were preceded by a note one-third its
value, the next beat would fall two-thirds of the way
through the perfect note, necessitating a concord at that
point as called for in #3.

Rule

refers to perfect

notes preceded by notes equal to two-thirds of the per
fect note's value; thus, the second third of the perfect
note would fall on the next beat, calling for a concord
at that point.

The one instance of this situation in

Tinctoris's musical example is shown in Fig. 28 (page
57)» from Section VI of the piece.

This example does not

strictly follow the rule, for the perfect note is pre
ceded in its voice by a single imperfect semibreve.

How

ever, if the "two notes" referred to can be in another
voice, or if a single note equal to two-thirds of the
perfect note can precede it, then the example fits the
rule.

The second part of the note is consonant.
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FIg. 28. Ternary proportions, notes equal to i,v. semi
breves in syncopated position after "two shorter
notes" (in this case, one colored semibreve). The
perfect note in syncopated position is marked "X."

Tinctoris's next chapter (XXVII) deals with subtriple proportion, in which note values increase three
fold,

A minim in perfect tempus (0) in subtriple pro

portion equals one and one-half 1 .v, semibreves.

As

with other notes of this length, consonance must occur
above at least the beginning of the first and last i,v.
minims of such a note; suspensions against minims in
subtriple proportion are prohibited.
In Chapter XXVIII Tinctoris treats of one final
Instance of the half-tempus value; that which occurs
when, in a piece in perfect tempus (0 ), one voice
changes to major prolation (C).

In this case, as in

the others, the last third of the perfect semibreve,
equal to half a breve in 0, must begin consonantly.

An

apparent exception to this rule is made in the chapter's
second paragraph;
But, if it happens that before this third
part of a semibreve a concord has been placed
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on the first or second of its parts, a discord
of the same value /as the third partJ
“ or of a
smaller note can be taken above the following
/third part/.
This quotation makes it appear that the entire third part
of the perfect semibreve may have a dissonance over it,
provided that a concord has been placed over the first
or second part; unfortunately, the musical example fol
lowing the text shows no instance of this.
Fig. 29 (page 59) shows a summary of the usages
permitted by Tinctoris against notes lasting half a
breve in perfect tempus (0).

Comparison of Figs. 23

(page 49) and 29 shows that having a note equal to half
a breve in perfect tempus restricts the composer in
several ways.

Normally in perfect tempus a minim dis

sonance may occur on any beat; but where a half-breve
note is involved, only the second and fifth minims of
the breve (and, just possibly, under one condition, the
third and sixth minims) may perhaps be dissonant.

In

ternal evidence suggests that none of these was actu
ally approved by Tinctoris.

Differences in regard to

semlminlm dissonances are also quite marked.

Disre

garding questionable cases, only the even-numbered
seraimlnims may be dissonant against this type of note,
while under normal conditions (no such notes) any semi
minim of the tempus except the first and fifth may be

■^Tinctoris, Counterpoint, p. 126,
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dissonant.

Fig. 29. Dissonances permitted against half-tempus
notes. An x is placed at points where dissonance
occurred in one or more of the examples in Tinctoris's Chapters XXV, XXVII, and XXVIII. Letters
refer to the conditions .given below, and signify
the situations in which dissonance is allowed.
A question mark after the letter indicates that
the allowability of dissonance at that point is
uncertain.
This is especially true of the fifth
1 .v. minim, which falls on the third l.v. semi
breve (the value by which the mensuration is mea
sured). Because no instance of condition (c) was
found in the example, or anywhere else in Tinctoris's book, it must be regarded as extremely
questionable.
CONDITIONS«
(a) over the latter part(s) of the third
part of a perfect note in binary proportion? of
a note in subtriple proportion; of a perfect
semibreve in <3 in a song in 0.
(b) before that third part, after a concord
on the first or another part.
(c) over the third part of a perfect semi
breve in S in a song in 0 , after a concord on the
first or second part (not shown in example).
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The last direction given by Tinctoris on rhythmic
placement of dissonance is not to use values longer than
minims as dissonances (showing, as exempla horrenda, two
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Instances of the dissonant preparation or "consonantfourth" idiom), while acknowledging that some of his con'
temporaries write dissonances as long as a semibreve.'1'
It is not possible to take Tinctoris's rules as
normative for the period under discussion, because they
were already then passing into obsolescence (if, indeed,
many of them were not made originally by Tinctoris him
self, without theoretical or practical precedent).
However, if they hold true even for his own works, they
are of value for defining norms, if only as a point of
departure, for the beginning of the period.
Tinctoris distinguishes between two methods of
making counterpointi

improvised (super 11brum) and

composed or written-out (res facta).

The improvised

examples in his treatise are readily Identifiable as
such even when they are not specifically so named.

In

these examples the improvisation is always against a
succession of fairly long values which were either all
the same (e.g., all breves) or formed a simple, often
Isorhythmic pattern (e.g., notes of one, two, and three
semibreves' length in constant succession).

Improvised

singing was considerably freer in dissonance treatment
than was composed counterpoint, as is shown in Fig.
30 (page 6l), which tabulates the results of analysis
1

Tinctoris, Counterpoint, p. 126,
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of all the musical examples Tinctoris wrote for Liber de
arte contrapuncti.
and

In compositions in 0 (res facta), C,

he follows exactly the directions from Fig. 23

(page 49).

In the instances where a note lasting half

a perfect breve occurs (Fig. 3°c), he follows the direc
tions from Fig. 29 (page 59)*

In. the latter case, he is

quite restrictive, so that the notes marked questionable
in Fig. 29 do not appear as dissonances in his examples,
whether or not they were composed in order to bear upon
that specific point.

Fig. 30. Rhythmic placement of dissonances, selected
mensurations, in Tinctoris, Liber de arte contra
puncti . Numbers indicate actual number of disso
nances found at the respective places. No other
mensuration occurred enough times to be statisti
cally significant.
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As Fig. 30d and 30e show, for Tinctoris C and 0 were
different signatures with quite different meanings.

Fusa

dissonances, the most frequent in C, do not occur in 0;
thus, the fusa in C corresponds in relative frequency to
the semiminim in 0, while the C semiminim corresponds to
the 0 minim.

Semibreve dissonances in 0, which would

then logically correspond to minims in C (and would be
expected if a ^ proportion were assumed), do not appear;
this is consistent with Tinctoris's instruction cited on
page 59 of this study.
Inspection of Fig. 3°a shows that in improvised
counterpoint as demonstrated by Tinctoris, minim disso
nances do not occur; but semiminim dissonances appear
on the first and fifth semiminims of the tempus, where
Tinctoris's earlier-cited directions (see Fig. 23» page
49) would not allow them for composed counterpoint.

In

the composed examples (Fig. 30"b)» semiminim dissonances
are placed strictly according to the rules.
sonances are relatively more frequent

Fusa dis

in the super

11brum examples than in the res facta ones.
Because this analysis of Tinctoris's examples shows
that the composer followed his own rules, those rules
may be taken as a legitimate starting point for the
investigation of the rhythmic placement of dissonance.
Other theorists did not treat the rhythmic aspect
of dissonance placement in detail.

Gaffurlus does not

mention the topic except to agree with Tinctoris in
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disapproving discords longer than a minim.'1' Pietro Aaron
ignores "almost completely" the subject of dissonance
p
treatment.
Zarlino treats the subject to some extent.
A brief examination of his directions shows differences
in outlook and technique from those of Tinctoris, as
might be expected from the dates of the treatises (IV78
for Tinctoris, 1558 for Zarlino).

The late works of J'os-

quin (up to about 1520) are closer in time to Zarlino
than to Tinctoris.

This fact, combined with the neces

sarily retrospective nature of the treatises, makes Zar
lino' s Indications quite valuable in reference to the
style found in the latter parts of the period under dis
cussion.
Most of the musical examples in Zarlino's treatise
(including all of those demonstrating dissonance treat
ment) are in }

for reasons given below.

Zarlino com

pletely abjures the complexities of Tinctoris and gives
only these directions (diagrammed in Pig. 31, page 6^)1
1. Where there are four conjunct semiminims
against a semibreve, the second and fourth of them
may be dissonant.
2. In a long series of stepwise minims, those
on the weak parts of the semibreve may be disso
nant.
3. A minim dissonance is allowed on the
strong beat, provided it' is the second minim of
^Gaffurlus, Practlca. p. 137.
2
Ed Peter Bergquist, The Theoretical Writings of
Pietro Aaron, Ph.D. dissertation, Columbia University,
196*.; p. 317.
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a syncopated semibreve.
Of two semiminims after a dotted semibreve
or a syncopated semibreve, the first may be disso
nant.
5. The semiminim after a dotted minim and the
minim after a dotted semibreve may be dissonant.1

Fig. 31. Rhythmic placement of dissonance as prescribed
by Zarlino.
Numbers in boxes refer to the rules
cited immediately above.

$ N
o

A

A

1, 5

2, 5
1, 5

2, 5
1, 5

1, 5

Comparison of Fig. 31 with the last two-thirds of
the diagram for perfect tempus (0) in Fig. 23 (page 49)
shows one difference in semiminim dissonance» the first
semiminim of the last semibreve is allowed dissonant by
Tinctoris, but not by Zarlino, who apparently no longer
recognized the semimlnlm suspension.

Nothing about fusa

dissonances is expressed or implied by Zarlino in the
chapters on dissonance treatment.
Fig. 31 applies directly only to 0,

Examples ap

pear only in this mensuration, and the directions no
where mention any other.

In other parts of the book

other mensurations are mentioned, as well as propor
tions; but only 0 is even regarded as useful for contem-

■^Zarlino, Counterpoint, pp. 93» 9 5 1 100-101.
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porary composition, by way of occasional contrast.

All

aspects of modus and major prolation are held to be de
vices of "the ancients"--to be included for the sake of
completeness but not present utility.'*'

Zarlino saw the

techniques of the "ancients," including the various pro
portions and mensurations, as needless and wasteful in
that the same music could have been written more simply.
We may conclude from what has been said
that such a method of composing is worse than
useless; it is harmful. It results in a waste
of time, which is more precious than anything
else.
The points, lines, circles, and semi
circles, and similar things drawn on paper,
are subject to the sense of sight rather than
to the sense of hearing . . .
Now perhaps someone may reprove and accuse
me, since many learned and celebrated ancient
musicians whose names still live among us used
to write in this very way. I would reply to
such a critic that if he will consider the
matter he will find no greater value in compo
sitions thus elaborated than if they were bare
and simple. He will realize he is in great
error and deserving of the censure due anyone
opposed to truth. Though the ancients followed
this method, they knew perfectly well that such
devices brought no increase or diminution of
harmony. They only practiced such things to
show that they were not ignorant of the theories
promulgated by certain idle speculators of the
day. Music theory had by then descended to the
point of contemplating the devices described
rather than considering sounds and tones and
the other matters I spoke about in the first
two parts of this book. Evidence of this is
1

Zarlino's relevance to the present study is con
firmed by the fact that the majority of works analyzed
for this dissertation are in 0 with a much smaller num
ber of pieces or sections in 0; other mensurations are
rare. It Is also true that certain matters emphasized
by Tinctoris (e.g., the half-tempus value) arise only
rarely in the music analyzed.
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found In many books by various authors who
deal only with circles and semicircles, with
and without dots, whole or cut— not only once
but twice--books in which one sees so many
dots, rests, colors, ciphers, signs, ratios,
and other strange things that they appear to
be the books kept by an intricate business
house.1
Zarlino later (p. 267) calls these earlier theorists
'•the sophists of their time."

Naturally, the complexi

ties in Tinctoris's work which have been dealt with in
these pages would have struck Zarlino as useless--which
accounts for the simple, brief, and straightforward
account of dissonance treatment In his book.

Naturally,

also, the passage of over four centuries since Zarlino's
treatise gives the twentieth-century reader a viewpoint
unavailable to Zarlino, in which it Is apparent that
the complexities of Tinctoris were as essential to the
style of his era as were the simplicities of Zarlino to
his.

The peculiar properties of Tinctoris's music (and

that of his contemporaries) could not have been achieved
by Zarlino's methods, and much would have been lost
thereby.
Ill.

Melodic aspects of dissonance treatment.

Compared to the depth of treatment of rhythmic placement
of dissonance by Tinctoris, melodic aspects of the sub
ject are almost ignored by Tinctoris, Gaffurlus, and
Zarlino.

All three mention the suspension, but only

■''Zarlino, Counterpoint, p. 265.
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Zarlino even specifies a downward resolution.^

Tincto-

ris's nearest approach to a specific melodic direction
for the treatment of dissonance is this*
. . . any discord . . . will he placed always
after one of the concords nearest to it, as a
second after a unison or third, a fourth after
a third or fifth, a seventh after a fifth or
octave, and so with the others.
Thus, if there
is an ascent or descent from one place by any
discord, one must not continually return to
the same place unless this discord be so small
that it will scarcely be heard.
This quotation apparently refers to passing and neighbor
tones.

The anticipation is also possible if one takes

literally the words "a seventh after a fifth."

A per

tinent quotation from Gaffuriusi
Besides the syncopated type there is also the
hidden discordancy in counterpoint! that which
is included and made obtuse among the several
concordant parts of a c o m p o s i t i o n . 3
This sentence quite likely refers to the ^ dissonance
and, if so, is probably one of the earliest references
to it.

On an earlier page (1 38 ) Gaffurius refers unmis

takably to minim passing tones and even shows an ascend
ing one on a strong beat within the tempus (see Fig. 32,
page 68).

Zarlino also refers to the minim passing tone,
A
but does not allow it on a strong beat.
^Ibld.. p. 97. Tinctoris also implies downward re
solution in the phrase "descent into some perfection."
p
Tinctoris, Counterpoint, p. 128.
3
Gaffurius, Practlca, p. 139•
k
Zarlino, Counterpoint, pp. 93. 95.
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Fig. 32, Accented minim passing tone.
tlca, p. 138 (musical example).
X

Gaffurius, Prac-
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In view of the sketchiness of the theorists' direc
tions concerning melodic treatment of dissonance, it is
not possible to reach any conclusions on this aspect of
the subject from these sources.

CHAPTER III
DISSONANCE TYPES IN MUSIC 14-70-1521
In this chapter are shown the principal melodic
segments in which each dissonance type defined in Chapter
I has been found in the repertoire analyzed for this
study.^

Each dissonance type is dealt with in detail,

showing (1) in which note values it occurs and how fre
quently;

(2) the most common melodic contexts, as well

as some striking or unusual ones; and (3) some idiosyn
cratic uses of each type in works belonging to particular
schools, periods, or single composers.
Forty-two composers are represented in this study.
Table 1 (page 70) shows a grouping by nationality and
chronology.

The criteria for dates are as follows: Early

period: most or all works composed before 1500; Middle
period: mature and late works composed up to 1521, but
many works by 1500; Late period: the composers' early
works date from 1500 to 1521.

For some composers (marked

* in the table) dates are unknown; these are placed in
their respective periods on the basis of the manuscripts
or other sources in which their works appear.

i

For detailed repertoire list see Appendix.
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Table 1. Composers and schools represented in this
dissertation.
EARLY PERIOD
England

Netherlands

Others

Browne, John
Kellyk, Hugo
Sutton, John

Obrecht, Jacob
Ockeghem, Johannes
Tinctoris, Johannes

none

MIDDLE PERIOD
Agricola, Alexander
Alwood, Richard
Fevin, Antoine de
Ashewell, Thomas
*Forestir, Mathurin
Lambe, Walter
*Gascongne, Mathieu
Sturton, Edmund
Wylkynson, Robert Isaac, Heinrich
Josquin des Pres
La Rue, Pierre de
Pipelare, Matthaeus
Priorls, Johannes
*Silva, Andreas de

Coppinl, Allessandro
Finck, Hein
rich

LATE PERIOD
Bauldeweyn, Noel
Aston, Hugh
Brumel, Antoine
Carver, Robert
Ludford, Nicholas *Carlir, (?)
Champion, Nicolas
Divitis, Antonius
Genet, Elzear
(=Carpentras)
Mouton, Jean
Rener, Adam
Richafort, Jean
Senfl, Ludwig
Verdelot, Philippe
Willaert, Adrian

Bruck, Arnold
van
Festa, Costanzo
Fogliani, Gia
como
*Sticheler,
Johannes

The statistics concerning dissonance found in the
repertoire for this study do not necessarily apply to
the entire corpus of music from 1^70 to 1521 because of
the method of selection of the repertoire.

Each major

composer in this study is represented by as wide a range
of mensurations as possible, resulting in a dispropor
tionately high number of sections in relatively unusual

71

mensurations.
Duple meters, especially 0, had replaced triple me 
ters as the most common by the late fifteenth century.
The percentage of duple signatures at the beginning of
movements or sections has been given as 88$ for Senfl,
95$ for Isaac, 98$ for Willaert, and 99$ for Obrecht and
_

Josquin.

.

.

.

.

......

g

Of the 150 partes in Motettl de la corona,

1^9 are in duple meter, most of them in jt%

In this

study, 51$ of the sections are in 0, with another 10$
being in other duple meters, leaving 39$ of the sections
in some form of triple meter.

This distribution of

mensurations provides a significant number of examples
in both duple and triple meters.

Detailed examination

of the principal mensurations is found later in this
chapter, beginning on page 293.
In the music analyzed for this study, 21,011 dis
sonances were found and catalogued.

A summary of the

findings, organized by dissonance types, is shown in
Table 2, page 72.

1

- •

..........

Curt Sachs, Rhythm and Tempo (1953)* P. 227.
2
.
.
.
David Maulsby Gehrenbeck, Motetti de la corona
(151^. 1519. Fossombrone): A Study of Ottavlano Petruocl's Four Last-Known Motet Prints (Ph.D. Dlss.,
Union Theological Seminary, I97O), p. 2 91 .

72
Table 2a. Melodic dissonances found, with percentage of
total when greater than .5#* Harmonic dissonances
are not included in this table but are shown in
Table 2b,,below •
\
1
K.
❖
i
I
TYPE VALUE«
0

£t

8206
39.06#

.91#
307
1.46#

1937
9.22#

2620
12.4-7/6
1348
6.42#

Afit

2

In

0

61

Ain

0

un

0

93
2

53
98

Aun

0

1

45

et

0

13

Aet

0

0

an

0

2

ap

0

0

ftl

0

ft2

11

72

1

127
.60#

0

4

0

75
14

4

792
3.77#
0

127
.61#

0

2

0

223
1.06#

54

1

5

10

1

0

45

21

0

0

0

0

0

3
1

1

de

9
0

in

0

0

8

s.

0

6

TOTAL

2

704
3.35#
14,156

676
3.22#

205
.98#
2489
11.85#

0

0
4
194
.92#
217
1.03#

67.37%

Table 2b. Harmonic dissonances found, with percentage
total when greater than .5#.
TYPE

NUMBER

TYPE

NUMBER
546- (2.60#)

6/4

36-

0

6/5r

74

tt

6 / 5ir
ms

141 (.67#)
4

10 -

+

6

z

5

TOTAL

822 (3 .91#)
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Some other factors were noted hut not counted in the
dissonance totals* 702 cambiata figures were found, 86
instances of parallel unisons, fifths, or octaves, and
11 direct melodic tritones.
The following discussion of dissonances is organized
according to types, beginning with melodic dissonances
(decorative or nonessential first, followed by the essen
tial types), and continuing with harmonic dissonances
(beginning with those for which musica ficta is not a con
sideration, and ending with those for which application
of ficta is the decisive factor).
I.

Nonessential (melodic) dissonances.

A.

Passing tones (unaccented).

In the works of

the composers represented in this study, passing tones
appeared in four note values*

fusa (£), semiminim (V),

minim (^), and semibreve (b).

These are dealt with in

turn.
1„

Fusa passing tone.
a.

Number and distribution.

In the music

analyzed, 191 fusa passing tones were found, slightly
under one per cent of the total.
very often.

No composer used them

Most instances were found in works by Mou-

ton (56 occurrences), Brumel (30)» and Agricola (28);
other instances were sparsely scattered.

Even among the

composers who used this dissonance most often, it is
found concentrated in a few pieces or sections rather
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than evenly distributed, throughout their works.

Of the

30 occurrences in Brumel's music, 22 are found in one
section,1 as are 19 of the 28 occurrences in Agricola's
works and 55 of the 56 occurrences in Mo.uton's works.
The reason for such concentrations is not readily appa
rent.

Text painting does not seem to be involved1 the

texts employed are the Kyrie, Gloria, and Credo of the
Mass, and the words "omni tempore.''

In the sections

mentioned (by Brumel, Agricola, and Mouton) the mensura
tion is 1 ,v. in each case (0 or C); however, each compo
ser has written other sections in these mensurations
with no fusa dissonances.

Furthermore, in the case of

John Browne (early period, English composer), all five
fusa passing tones occur in a section in 0 (to melismatic
settings of the words "Intacta" and "eum").

At present,

therefore, it is possible only to state that such con
centrations of dissonant fusae do occur, perhaps due to
dictates of motivlc usage.
b.

Common figures and variants.

The various

melodic segments shown below and throughout this disser
tation have been chosen according to the following cri
teria*

(1) The segment should sound like a melodic unit.

(2) If the dissonance Is of a short value, the figure is
1"Section" as used in this study means as much of a
movement as continues in one mensuration. A movement may
have one or several sections, depending on whether or not
the mensuration changes. For listing of sections, see
Appendix.

75

usually bounded on either end by a longer value or by a
rest.

(3) If the dissonance Is a long value,

(2) may be

applied, or the segment may be bounded by shorter values;
In some cases there Is no convenient dividing line, so
that the figure appears long, unwieldy, or arbitrary.
Only three melodic figures containing fusa passing
tones occurred more than ten times each in the music ana
lyzed; they are shown below.

Fig. 33. The most common fusa passing tone figures.
Circled notes are fusa passing tones. Other notes
in some of the segments may have been dissonant in
one or more occurrences of the segment, but are not
shown as dissonant here. Values in parentheses under
the examples appear less often in association with
the segment than the value within the staff.
33a

33b

33c

Fig.

(i)
Number
Main composers (and number of
(Occurrences)
occurrences)

33a

76

Brumel

33b

29

Mouton 19* Agricola 7, Tinctoris

33c

2^

Mouton 16, Tinctoris 5

29» Agricola 9» Verdelot 6

The segment shown in F;Lg. 33a frequently occurs with
both fusae dissonant, and sometimes with only the first
fusa dissonant; these cases are discussed under accented
passing tones.

The descending pair of fusae also appears

five times after a syncopated minim and once after a semiminlm (see Fig. 3^» page 7 6 ).

76
Fig.

Variants of Fig. 33a. Dotted lines under a
note Indicate that the note Is In syncopated posi
tion; dotted lines "between notes or through the
staff indicate divisions between tempora (breve
durations, counting from the beginning of the
piece or section). Numbers after composers' names
indicate how many occurrences of the segment were
found in the works analyzed for this study.

3^a

3^6

I
I
Mouton 3
Mouton 1
Agricola 2

Some figures having several fusae contain more than
one passing tone (see below).

Fig. 35.
35a

Segments containing two fusa passing tones.
356

35c

Mouton 1
Mouton 3Agricola 1

35d

Agrioola 1 Browne 1

Another striking figure may be notedi a fusa passing
tone as the second or fourth of a group of four fusae
following a blackened breve, equal to a dotted semibreve
(minor color'*').

These are shown in Fig. 36 , page 77•

^The question of whether M
should be treated
as minor color (i.e., with the black breve equal to a
dotted semibreve) or as normal coloration (transcribed
with halved values as
) was decided anew for
each occurrence of the figure.

In each case the deci-
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Fig. 36.

Fusa passing tones in groups of four fusae.

36a1

36b

36c

36d

a
Prioris ^ Silva 1
Silva 1
Richafort 1

Prioris 2

Silva 2

sion was the same, and for the same reasons.
below (given in two versions) is typical.

The example

Prioris, Ave Maria, measures 18-19, values halved.
iTERSION B

VERSION A
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Version A was chosen as the more likely solution to the
problem for two main reasons.
First, the context is du
ple j there are no triple divisions anywhere else in the
piece (or, indeed, in the others in which this rhythmic
figure appears).
Introduction of triple division as in
Version B is a violation of compositional unity and can
not even be called a means of contrast as is frequently
the case when a more sustained section in coloration oc
curs. Second, the dissonance occurs in accented position
on the fourth beat of each measure in Version B, in as
cending motionj in version A the dissonance is on the
second and fourth sixteenths, In unaccented positions.
For these reasons, the transcription in Version A is here
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(fn 1, pp. 76-77, cont.)
deemed much more likely to "be correct than that in Ver
sion B, though the latter cannot he ruled out. The se
cond reason given above assumes that ascending accented
dissonances in coloration were avoided; in fact, none was
found in the entire repertoire analyzed, and only eight
descending accented dissonances in coloration were found.
In addition to the examples of H
and ^
found in works analyzed for this study, the reader is
directed to the following works of Andreas de Silva«
Illumlna oculos meos (6v), bars 98 and I9 8 .
Puer natus est nobis (5v), bar lbs (?* ♦ i )•
Omnls pulchritudo Domini (5 v ), bars 11, 8 7,
and 9 3 .
All of these are printed in Andreas de Silvas Opera Om
nia lit Motetta 5 et 6 vocum. edited by Winfrled Kirsch
(Corpus Mensurabllls Muslcae. ^ 9 8 American Institute of
Musicology, 1971), All instances are rendered ^ 3 — ^
in the text, but Dr. Kirsch allows for the possibility of
I

E X SC 3

o* fJ7j in the commentary to Illumlna oculos meos (see
p. x). Omnls pulchrltudo Domini is printed in The Medici
Codex of"l5l5. edited and transcribed by Edward E. Lowinsky (Monuments of Renaissance Music. University of Chi
cago Press', 196&). The transcriptions (rendering the
figure

and with a footnote on p. 33° citing

the original as H 3 * m >
appears in Vol. IV, p. 329;
the facsimile volume (folio 123r) plainly shows the ori
ginal as *3*
for the instance in bar 11; unfortu
nately, a binding error excised folios 124v and 125r
(i.e., the secunda pars of the motet) from this facsimile
edition. Lowinsky makes a distinction between H 3
and H
in the Commentary, p. 88; he does not dis
tinguish between 3's positioned between notes, which may
mean triplets; and 3's under the longer note, which prob
ably mean that the longer notes get three parts (i.e.,
three-fourths) of the coloration group.
In spite of Kirsch's and Lowinsky's separate (and,
it is assumed, independent) renditions of H
as
3 J^
. the present writer still finds d* j m
a more likely solution, for reasons given above. The
figure M
or
is apparently closely asso
ciated with Silva and one or two other composers and may
well serve as a sort of stylistic fingerprint.
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Fig. 35c (page 7 6) shows six fusae in succession.
In the repertoire examined for this study, the highest
number found was eight.

Jeppesen

1

and Soderlund

2

cited

four as the greatest number found in Palestrinlan prac
tice.
2.

Semiminim passing tones.
a.

Number and distribution.

Semiminim

passing tones are the most numerous dissonance type
found in this study1 8,206 such dissonances were found,
nearly 40# of the total.

They are fairly evenly distri

buted among all the composers and periods covered (see
Table 3, below).

Table 3. Numbers and percentages of semiminim passing
tones. Each fraction shows the number of semiminim passing tones as the numerator and the total
number of dissonances for the group as denominator.
England

Netherlands

Others

TOTAL
37.08#

Early

lf§0 3 3 - 7 7 #

Middle

I§99 “H - 5 6 #

$§$3 37 .72#

Late

5^

^3-36#

§ 57$ Ju . w #

TOTAL

5 7 ^

39.23#

39-23#

498
133^
534
i4oo

37.33#

38.14#

I O 32
2734 37.75#

■^Jeppesen, Style, p. 154.
Soderlund, Direct Approach, pp. 44-50,
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As is shown in Table

3

(page

79) i

there was a slight

but significant increase in the frequency of usage (reck
oned as a percentage of the total number of dissonances
found in works representing each group) of the passing
tone in the English school, from slightly over 33# of all
dissonances found in the early composers (Browne, Kellyk,
Sutton) to over 43# of all the dissonances in the late
group of composers (Aston, Carver, Ludford).

In the other

schools the changes were not great enough to be signifi
cant, and the increase from nearly 37# (early) to 4l#
(late) in all schools is largely accounted for by the
increase in the English school.

In all three groups of

composers (English, Netherlanders, Others) the highest
percentage of semiminim passing tones is found in the
latest group.
The idiosyncratic distribution found in the case
of the fusa passing tone is much less evident in the
semiminim passing tone.

Naturally, there are some few

pieces in which the percentage of such passing tones is
much higher or lower than the averages shown in Table

3.

In most cases a heavy concentration of these dissonances
indicates much flowing stepwise motion, while a very low
percentage may Indicate the use of a mensuration or
proportion in which longer note values predominate.
Within the groups shown In Table

3

are found, as

might be expected, variation among individual composers.
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In the early English group, the percentages were 38# for
Kellyk, 3^# for Browne, and 2?# for Sutton (percentages
referring to the ratio of semiminim passing tones to all
dissonances).

In each composer's works the percentages

naturally vary from section to section.
A considerable difference is found among the early
Netherlander: for Tinctoris the percentage of semiminim
passing tones is

2#; for Obrecht, ^1#; but for Ockeghem,

only 21#.
Among the middle-period English composers, the
highest frequency of use of this dissonance was 56# for
Ashewell and Wylkynson.

The figures for both Alwood

and Lambe were ^1#, and that for Sturton was 2^#.
Seven of the ten middle-period Netherlanders (Agricola, Pevin, Isaac, Porestir, La Rue, Prioris, and
Silva) used the semiminim passing tone less often than
the 38# average for the whole group.

The lowest per

centages were in music of Forestir (25#)1 Silva (28#),
and Agricola (3°#)#

Three composers exceeded the group

average: Gascongne (69#)» Pipelare (57#)» and Josquin
(^5#)#

The average for Gascongne (and possibly that

for Pipelare) may be misleading because of being based
on so few works; however, Josquin's average may be taken
as quite representative of his output.1

P rob l e m s of authenticity in Josquin's works are
discussed on pages 381-389# The above statistics are
quite representative of both groups of works discussed.
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Two middle-period composers fall into the group
designated in this study "Others"— i.e., neither English
nor from the Netherlands mainstream.

They are Alles-

sandro Coppini, an Italian; and Heinrich Finck, a Ger
man.

Of the dissonances catalogued, 32# of Coppini's

and 46# of Finck's were semiminim passing tones.
In the late-period English group, the semiminim
passing tone appeared most frequently in music of Ludford (58# of his dissonances); figures for Aston and
Carver were 38# and 35# respectively.
The highest frequency of usage of this dissonance in
the late group of Netherlanders was found in Senfl (54#
of his dissonances) and Brumel (52#).

The high fre

quency in Brumel’s music is especially notable in his
12-voice Missa Et ecce terrae motusi in the Kyrie of
that work, containing over 800 dissonances, almost 500
of them were semiminim passing tones.

In his other

works, Brumel uses this dissonance somewhat less.

The

lowest frequencies of usage of this dissonance among the
late group of Netherlanders were found in the works of
Willaert (27#) and Bauldeweyn (29#).

The low percentage

in Willaert's music may be misleading because it is taken
from so few pieces.
Of the four Other composers in the late period,
Fogliani, an Italian, shows the highest percentage of
use of the semiminim passing tone, 51#.

For Festa, ano
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ther Italian, the percentage was 35$.

Two German compo

sers, Bruck and Sticheler, show percentages of 39$ and
3^$ respectively.
b,

finmmor figures and variants.

Over 77$ of

all the semiminim passing tones catalogued for this study
occurred in one of the melodic segments shown below.

Pig. 37* Commonest segments containing semiminim passing
tones. The number under each segment shows how many
occurrences of it were found; if it was found pre
dominantly in one group, that group is listed below.
37a

37b

37c

tri^=
1 9 5 6

819

1 1 0 8

English

523

484

English

K

Neth.

37s
w

31*1
Neth.

37e

-Sfefefe: g g j p p

Neth.

37f

37d

^*7
1 7 0

Pis* 37a was found in the music of every composer
represented in this study; its inversion (Pig. 37b) was
found in all composers except Gascongne, who is represen
ted in this study by one short section.
FiS* 38 (page 8*0 shows the remaining figures con
taining semiminim passing tones which appeared more than
forty times each (about .5$ of all

found).
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Fig. 38. Additional common semiminim passing tone fi
gures,
Numbers indicate how many occurrences were
found; also indicated are the school and/or compo
ser in whose works a given figure predominated.
38b

38a

(*)
136
English
Carver 55

107

38c

38d

38e

102

71
Neth.

Neth.

Neth.

38f

38g

48
Neth.

46

62

Fig. 38d ends with a leap from the last semiminim,
which semiminim is quite frequently dissonant.

Figs.

38c and 38e quite frequently contain neighbor tones as
well as the passing tone shown in the example.

Fig. 38e

is cited by Soderlund'*' as "infrequent" in the Palestrina
style.
Examination of Figs. 37 and 38 shows what might be
expected; the commonest figures are the simplest and
most flowing.

Only one of the fourteen melodic segments

contains a skip, and only four Involve change of direc
tion.

All of these segments are familiar to those who

have studied the Palestrina style.

However, Fig. 38a,

^Soderlund, Direct Approach, p, 33*
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which Soderlund shows1 always following a minim a step
below the first semiminim (as in Fig. 39a, below), occurs
in the repertory analyzed for the present study even more
frequently preceded by a syncopated or dotted semibreve
(see below).

This melodic segment is further discussed

under accented passing tones.

Fig. 39. Various forms of Fig. 38a.. Fig, 39a, fairly
common in the Palestrina period, is less so in the
Josquin period than Figs. 39h and 39c, which (ac
cording to Soderlund) do not appear in the Pales
trina period.
(However, Jeppesen, Style, p. 125,
cites Artusl's specific permission for the usage
found in Fig. 39a^

39a

39b

39c

The melodic segments

shown in Figs, 3? and 38 ac

count for more

than 7,000 of the 8,206 semiminim passing

tones, or over

85# of the total.

Over three hundred melo

dic patterns were found containing this dissonance.
After the most-used fourteen are discounted, the remain
ing ones account for fewer than 15# of the total occur
rences,

Many of them occur only once each, and many

others only a few times,
c.

1Ibid.

Unusual figures.

Any melodic figure not
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shown in Figs. 37 and

38

accounts for fewer than ,5% of

the semiminim passing tones found in this study.

Among

those unusual figures, several appeared only or predom
inantly within one national group.

Some of the figures

associated with the Netherlanders are shown below.

Fig. kO, Segments appearing only in Netherlands compo
sitions. Numbers under examples indicate number
of occurrences found.
40a

40b

40c

Jj'Od

40e

H ite ?
_

I

17

8

8

/fOf

^Og

40h

7

7

3

5

In addition to the formulae shown in Fig. 40, 172
other melodic segments appearing fewer than thrice in
the literature examined were found only in Netherlands
compositions.

Some of the most unusual of these are

shown in Fig. 4l, page 8 7 ,

Some of the figures shown

appeared only once in the music analyzed and thus cannot
be termed idiomatic to the period or the composer in
whose works they were found.

They are cited for reasons

of intrinsic interest rather than as indicators of
style.
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Fig. tyl. Unusual figures appearing only in works by
Netherlanders.

kla

*Hb

*Hc

Brumel 1
La Rue 2
Josquin 1
Bauldeweyn 2

Senfl 1

4ld

4le

Divitis 1
(Richafort 1)

Josquin 1

Fig. *J\La also appears once (in Bauldeweyn) with
the third semiminim dissonant rather than the fifth.
Fig. ^lb contains an example of "redicta," a repeated
small group of notes.

Tinctoris disapproves of the prac

tice,^ but acknowledges its wide use.

Figs. ^lc and ^-ld

show instances of continuous motion in semiminims; it is
difficult to find logical cutoff points for segments like
these except for the longer notes at each end.
Fig. 4-2 (page 88) shows some melodic segments which
were found only in English works of the period.

All of

these figures appeared only once each, and thus, like
most of those in Fig. kl, cannot be said to show idio
matic usage for the school or composer; again, they are
Tinctoris, Counterpoint, p. 137 (translated "repe
titions" ).
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cited for intrinsic interest rather than as stylistic
indicators.

Fig. 42,
Unusual English figures containing semiminlm
passing tones.
42a

W

42b

42c

42d

42e

Ludford 1

Browne

t a iM g ti\mi

Kellyk 1

Kellyk 1

Kellyk 1

1

Some of the above segments contain features not found in
Continental works of the time.

The syncopated minim in

Fig. 42a is extremely rare in Netherlandish writing but
is found several times in the English school, notably
in music by Kellyk, Lambe, and Browne.
a rising redicta.

Fig. 42b contains

Fig. 42c is unusual for its use of two

anticipation figures.

Fig. 42d ends with a leap in the

same direction as previous stepwise motion, from weak to
strong metric position.

Fig. 42e contains a three-note

repeated segment (redlcta).

Many other figures could be

cited to show that English composers used syncopation,
sequence, and skips within semiminim figures more often
than did the Netherlanders.
Some melodic segments appear associated with more
than one school but still far more often in works by
Netherlanders than elsewhere (see Fig. 43, page 8 9 ).

Fig. 43.

Figures found mostly In works by Netherlanders.

43a

Fig.

43b

Number

43c

43d

43e

Main composers

43a

I?

Josquin 14, Obrecht 2, Wylkynson

43b

34

Josquin 14, others scattered

43c

13

Forestlr 3, Josquin 2, Silva 2

43d

10

Josquin 7, Festa 2, Senfl 1

43e

25

(Netherlanders 21— well scattered)

1

Fig. 43a is closely related to Fig. 38e» of which
Josquin was also the most frequent user.

Fig. 43b is

similar to Fig. 40c but has a different termination.
Fig. 43d is a special case of Fig. 40a, in which the
note preceding the group of four semiminims was not spe
cified.1

Fig. 43e shows one of the cambiata figures

(see also Fig. 4la).
From the foregoing it is apparent that examination of
the segments containing semiminim passing tones show few
specific "national" or individual characteristics.

It is

true that some of the patterns in Fig. 42 show a certain
rugged independence of style that is not apparent in the
^ h i s four-note group of semiminims was preceded by
so many different notes— and rests— that only in the case
of Fig. 43d were there enough instances of a single be
ginning to warrant categorizing it as a separate figure.
For the rest, with their wide variety of beginnings, the
descending series of semiminims with the upward termina
tion by step was considered the essential figure.
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other examples} yet these figures are atypical even In
the English school.

The common figures (Pigs. 37 and

38) are, Indeed, common to all the nationalities and
most of the composers represented.

Thus, semiminim pass

ing tone figures may present the scholar with tenden
cies, but not (except perhaps for a few cases such as
the figures shown in Figs. 40 and 42) tools for accurate
identification of music by stylistic means.

However, by

the nature of the dissonance under discussion, this is
what might be expected.

The semiminim passing tone

occurred on the weak half of any beat in any mensura
tion and was, in fact, the desired type of dissonance to
have at those points.

There were a few brief patterns of

stepwise motion which were the common property of all
composers of the time.

The more complicated a pattern

becomes, and the more notes it contains, the less often
it is likely to be found.

Thus, the long, complex pat

terns which are likely to show a composer's individual
way of handling his material occur so seldom that it is
usually impossible to separate happenstance from compo
sitional habit.

Furthermore, a semiminim passing tone

is by definition a case in which the composer is fol
lowing the most usual compositional practice of his
timej an unaccented dissonance approached and left by
step.

It may be expected that national or individual

differences will appear in a more obvious fashion in
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those cases in which composers

do

not follow these prac

tices exactly* namely, dissonances which are accented or
which are leapt to or from.

Whether such an expectation

is justified is shown in the following pages.
3.

Minim passing tones.
a.

Number and distribution.

In the music ana

lyzed for this study, 1,937 minim passing tones were
found, 9.22% of all the dissonances.

Minim passing tones

were common in all schools and in all parts of the period
under consideration.

The incidence is highest in Eng

lish compositions (12,9$; highest among late works,
1^.2$).

Among Netherlands composers the incidence was

8.8%, with the late group lowest at 7*6%.

Among the

Other composers (those in neither major school), the per
centage of minim passing tones among all dissonances was

7.6% (middle period, 8.2%; late period, 7*0%).
Individual composers show some departures from the
average of their groups in frequency of usage of the
minim passing tone.

Among the early English group, the

percentages were as follows*
15.6$; and Sutton, 17.4$,

Browne, 9>6%; Kellyk,

In the early group of Nether

landers, Obrecht's usage of this dissonance was 8.1%,
Ockeghem's 12.0%, and Tinctoris’s 12.7#.
In the middle-period English group a wide divergence
is found*

Sturton's usage of the ^pt was 21,6$, while

figures for the other composers were all below 10$, rang-
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ing down to 4.5# for Wylkynson.

A similar situation ex

ists in the middle-period Netherlands group, with inci
dence of this dissonance ranging from 26.0# in Forestir
down to 0# in Gascongne and Pipelare.

Gascongne's case

is exceptionali figures are based upon one piece, a 12voice canon in which only three dissonance-types appear.
However, figures for Pipelare are based upon analysis of
several sections, none of which employs unusual methods
of construction.

It is striking, therefore, that out of

289 dissonances found in his works, none were minim pass
ing tones.

Fevin's usage of them is very sparing! 20

out of 692 dissonances (2.9#).

The other composers in

this group are within 2# of the average for the group
(9«3#)»

Among the Other composers, Copplni uses minim

passing tones as 11.3# of his dissonances, but Heinrich
Flnck*s usage is only 3*3# (17 of 516 dissonances).
In the late-period English school, again one com
poser uses this dissonance far more than average! Robert
Carver (21#).

Aston and Ludford show percentages of

10,9# and 9.7# respectively.

Among the late Netherlan-

ders, usage of this dissonance is generally quite spar
ing, with the highest percentage being 13*5# (Champion).
Four composers In this group used the minim passing tone
as less than 5# of their dissonances!
Verdelot, 3.8#; Senfl,

Genet, 4.5#;

.7#; and Willaert,

.6#.

Among

the late composers outside the two main schools, Festa
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shows the highest percentage of use (9*9#)J the others,
in order of frequency, were Sticheler, 8.8$; Bruck,
2.5/6; and Fogliani, ,9%,
In general, it appears that the use of the minim
passing tone declined slightly from the early to the late
part of the period, with the exception of some composers
in England.

It was apparently used very sparsely by

several of the late Continental composers.
b.

Common figures and variants.

est figure in which the

The common

was found is shown below, to

gether with some variants.

Fig. 44. The most common minim passlng-tone segment,
with variants.

Ma

M

b

44c

44d

Me

s a f iE F E b y f f F E
Mf

Fig.

Number

Main composers

44a

398

44b

Josquin 6

44c

13
10

44d

23

Josquin 5» La Rue 4-

Josquin 4-9, Agricola 4-6, Mouton 31
Coppinl 3

Me

3

Ockeghem, Alwood, Sturton 1

Mf

5

Coppini 2, Champion 2, Isaac 1

The inversion of Fig.

Ma,

with its main variants,
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is shown below.

Fig. 45.

Inversion of Fig. 44a, with variants.

45a

45b

45f

Fig.
45a
45b
45c

45c

45d

45e

i l g ^ s L

^

j

p

=

^5e

Number
305
26

Main composers
Josquin 4 3 i Agricola 30, Isaac 30
Fevin 6, Sturton 5* Sutton 4
Kellyk 2, Aston, Genet, Sutton 1

45d

5
2

Alwood 2

45e

1

Tinctoris

45f

1

Rlchafort

45g

1

Coppini

Fig. 46, page 95» shows the third most common
figure containing minim passing tones, together with
several variants.
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Fig. 46. The third most common minim passing tone figure,
with variants.
46a

46b

46f

46g

46c

46d

46e

*

Number

46h

Main composers

46a

130

46b

6

46c

23

46d

3
1

Sturton 3
Fevin, Kellyk, Sturton

46g

3
2

Prioris, Alwood

46h

6

Champion 5» Richafort

46e
46f

Josquin 31» Brumel 14, Silva 10
Sturton 3> Coppini 2, Silva
Forestir 6, La Rue 3
Browne

Fig. 47 (page 96) contains the melodic formula which
ranked fourth in frequency among those containing minim
passing tones; variants of this segment are also shown.
It is possible to consider Fig. 47a a variant of Fig. 44a;
however, in this study it is considered separately be
cause it has its own variants obviously related to it and
not as closely to Fig. 44a.

Fig. 47a is considered such

when it is preceded either by a rest or by a note longer
than a minim.
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Fig. 47. Fourth most common minim passlng-tone seg
ment, with variants.
47a

47b

47f

47g

Fig.

Number

47c

47d

^7e

Main composers
Kellyk 13, Josqui

47a

105

47b

2

47 c

12

47d

2

La Rue, Tinctoris

4 7e

1

Lambe

47f

1

Sutton

47g

1

Sutton

Carllr, Sutton
Aston 5

In Fig. 48 (page 97) is shown, together with its
variants, the only remaining melodic figure containing
minim passing tones to appear more than thirty times
in the music analyzed for this study.
inversion of Fig. 46a, p. 95.

Fig. 48a is the
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Fig. 48. Fifth most common minim passlng-tone segment,
with variants.
48a

48b

48f

48g

Fig.

Number

48c

48d

48e

Main composers

48a

47

Carver 11, Agricola 9* Josquin 5

48b
46c

13
4

Agricola 6
Agricola, Bauldeweyn,

48d

12

Sticheler 4, Alwood 2

48e

5

La Rue 2, Bauldeweyn, Ludford, Richafort

48f

3

Carver, Kellyk, Silva

48g

1

Kellyk

Browne, Coppini

In Fig. 49 are shown the remaining melodic segments
which appeared 19 or more times (i.e., 1% or more of the
in the music analyzed.

Fig. 49b should be understood

as being preceded by a rest or a note longer than a minim.

Fig. 49. Other ^pt segments occurring 19 or more times.
49a

fir.

49b

Number

49c

49d

Main composers

49a

27

Coppini 5. Josquin 5i Sturton 4

49b

26

Forestir 5• Sutton 5

49 c

24

Agricola 6, Isaac 6, Mouton 3

4od

19

Carlir 4, Coppini 3 , Festa 3
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c.

Unusual figures.

Almost all of the melodic

figures involving minim passing-tones turn out upon exam
ination to be a variant of one or more of the figures al
ready given.

However, a few figures are combinations of

figures already shown, and a few others exhibit unusual
features which merit remark.
In Fig. 50 a-T’e shown some melodic segments contain
ing combinations of some of the segments already shown.

Fig. 50. Unusual segments containing minim passing
tones (combinations of segments already shown).
50a

50b

Forestir 2

Forestir 2

50c

50d

Forestir 1

Isaac 2

The Forestir examples in Fig. 50 are unusual in the
high number of consecutive minims employed 1 fewer than a
dozen figures containing minim passing tones were found
to have more than six minims in a row.

Fig. 50c is a

variant of the latter part of Fig. 50b, which in turn
shares its beginning with Fig. 50a.
shows use of melodic sequence.

The Isaac example

It is the only figure

containing this dissonance to employ sequence.
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Fig. 51 shows an unusual figure and the simpler
pattern from which it may have been derived.

Fig. 51. Minim passing tone preceded by semiminim
anticipation; (51b) a possible simplification.
51a

- 51b

Sutton 1

Fig. 52 shows some other segments which contain a
dissonant minim following a semiminim.

Fig. 52.

Minim passing tone preceded by semiminim.

52a

52b

52c

52d
_ _ _

I

g

p

1

p

t

Lambe 1

Lambe 3 Ludford 1
Sutton 1
Tinotoris 1
Wylkynson 1

Champion 1

Segments containing a dissonant minim after a shorter
value total ten, including Fig. 51a.

Lambe accounted

for four of the instances, Sutton two, Ludford and Wylkynson one

each. English composers thus

wrote eight

of the ten

examples found, the other two being by Cham

pion and Tinctoris.
In considering the minim passing tone, no major
national or period characteristics can be cited.
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Certain composers show preference for certain forms, at
least in the statistics in this study.

However, a

misleadingly large proportion of occurrences of a par
ticular melodic segment may occur in one piece or section
and not be habitual usage.

The simple, common figures

occur, as did the semiminim ones, throughout the liter
ature analyzed for this study.

k.

Semibreve passing tones.

Only eleven

instances of this dissonance were found in the music
analyzed.

Five occurred in English works (three in the

early and two in the middle group), five more by Nether
lander, and one by a composer in the Other group.

All

three of the early English examples were in a single
section by Sutton, in the mensuration ij).

Obrecht used

one semibreve passing tone, for the only appearance of
this dissonance ir. the early Netherlands group.

Among

middle-period English composers, Sturton uses two of
these dissonances in one section in 0,

Agricola accounts

for all three instances from the middle-period Nether
lands group, all in one section in y

The example from

outside the two main schools was in a section in {0)3^ t>y
Heinrich Finck.

The only example from a late-period

composer is in a section in 0 by Brumel.

The symbol { 0)3 refers to a section in triple pro
portion immediately following one in 0 .
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Fig. 53 shows all eleven instances of the semibreve
passing tone.

Only two of them contain a descending semi

breve dissonance.

Of the ascending forms, seven (Figs.

53c through 53i) follow another semibreve.

Fig. ,
53.

Semibreve passing tones.

53a

53b

53c

53d

53e

Agricola

Obrecht

Agricola

Sutton

Sutton

53f

53s

53h

53i

53J

Agricola

Flnck

Sturton

Sturton

Brumel

531

-

v

Sutton

No form of this dissonance occurs twice in the literature
examined.

Its rarity makes it impossible to formulate any

norms of treatment, for it is Itself abnormal in this
period.
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B.

Accented passing tones.^

These dissonances

appeared in five note values» Semifusa, fusa, semiminim,
minim, and semibreve.
1.

Semifusa accented passing tones.

Only two

semifusa dissonances appeared in the music analyzed for
this study.

They were both accented passing tones, and

both appeared in the same section of music by Agricola.
In both cases the melodic context was the same; it is
shown below.

Fig. 5*K

Semifusa accented passing tone.

2.

Fusa accented passing tones.
a.

Number and distribution.

A total of 3°7

accented passing tones of fusa value appeared in the
music analyzed, slightly under 1.5# of all dissonances.
The distribution of this dissonance is fairly even among

"Accented" means (1) on a strong beat or part of
beat, or (2) in a stronger metric position than an adja
cent note of the same value. The distinction drawn by
Andrews (Byrd's Vocal Polyphony. 115ff and passim) be
tween "fully accented" and "relatively accented" is not
observed in the present study, though it may be noted
that accented minim dissonances are necessarily "fully
accented" and that no fusa dissonance was found in a
"fully accented" position. As is shown below, however,
semiminim dissonances do rarely appear on strong beats.
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the schools and composers except for the late English
group, where it was quite rare.

This distribution dif

fers markedly from that of the fusa unaccented passing
tone, concentrations of which were found in a very few
works.
In the early group of composers, every composer
used this dissonance, though none used it very often.
The highest number of instances (16) was found in the
music of Obrecht.
Among the middle-period English composers, Lambe
used 13 fusa accented passing tones; all composers used
at least two.

In the middle-period Netherlands group,

Agricola used ^7 fusa accented passing tones.

They

were also found in music of Josquin, Fevin, Silva,
Isaac, Forestir, and La Rue; the others did not use it
in the music analyzed.

The two composers outside the

two main schools used this dissonance sparingly; Cop
pini four times, Finck twice.
The fusa accented passing tone appears only three
times in the late English group, all in one section by
Carver.

Almost all of the late group of Netherlanders

used it, with Brumel's ^5 being the highest number of
instances.

Among the Other composers, Sticheler used

21 fusa accented passing tones, and Festa used 12.
In most cases these dissonances appeared associated
with diminutum signatures (0, &) oftener than with

10J4-

Integer valor ones (0, C ) ; however, a few composers use
such short dissonances exclusively with i.v. signatures.
t>.

Common figures and variants.

By far the

most common rhythmic pattern associated with the fusa
accented passing tone is

Several segments in

this rhythm are shown below.

Fig. 55.

Fusa accented passing tones, common rhythm.

55a

55b

55c

55d

55e

±iktE g§iii
Fig.

Number

Main composers

55a

162

Brumel 381 Agricola 21, Obrecht 13

55b

54

Sticheler 10

55c

11

Richafort 3

55d

10

Carver 2

55e

7

Ashewell 4, Festa 2, Brumel 1

The segments in Fig. 55 account for 244 of the 3°7
fusa accented passing tones found in this study.

Other

segments with the same rhythm account for seven more
dissonances.

The remainder of the dissonances are found

in rhythms different from that in Fig. 5 5 J some of these
are shown in Fig. 56, page 105,
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Fig. 56. Fusa accented passing tones, less common
rhythms than In Fig. 55•
56a

56b

-

56c

56d

56e

56 f

F1St
56a
56b

Main composers

Number

Agricola 7» Mouton 6 , Obrecht, Josquin

15
4

56c

Agricola 4
Mouton 2, Agricola

56d

3
2

Genet, Mouton

56e

2

Agricola, Tinctoris

56f

2

Silva 2

c.

Unusual forms.

Some of the segments shown

In Fig. 56 occurred only a very few times5 however, they
are all (except possibly Fig. 56f) variants of the two
most common segments employing this dissonance, Fig. 55a
and Fig. 55b (page 104).

Below are shown some segments

sufficiently different from the basic patterns to merit
comment 1

Fig. 57. Unusual figures involving fusa accented passing
tones.
57 a

57b

Wylkynson 1 Alwood 1

5-7c

57d

Richafor11 Browne 2
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Fig. 57a shows the only instance in the music ana
lyzed of a succession of three fusae containing an ac
cented passing tone.

Fig. 57t> shows the only instance

found of a pair of fusae, of which the first is disso
nant, followed "by a rest.

Figs. 57c and 57d show groups

of four and eight fusae respectively; in each case the
figure "begins a step higher than the preceding semiminim, and the third fusa is an accented passing tone.
3.

Semiminim accented passing tones.
a.

Number and distribution.

In the music ana

lyzed for this study, 2,620 semiminim accented passing
tones were found, or almost 12.5$ of the total.
common in all schools and in all periods.

They are

However, they

are most common among the English composers in the early
period ( 2 2 of all dissonances compared to 9 .7$ among
the Netherlanders) and in the late period (20.2$, com
pared to 8.7$ for the Netherlanders and 12.1$ for the
Others).

Only in the middle period is distribution fairly

even among the three groups (English, 1^.6$; Netherland
ers, 12.^$; Others, 13.^$).

For all periods, the percen

tages were English, 18,7$; Netherlanders, 10.9$; Others,

12 .8$.
b.

Common forms and variants.

Six segments,

shown in Fig. 58 (page 107), appeared more than one hun
dred times each in the music analyzed.

Together they
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account for 1,868 of the 2,620 semiminim accented passing
tones, or 7 1 .30# of the total.

Fig. 68. The most common figures containing semiminim
accented passing tones. Listed beneath each segment
is the number of occurrences and the school and/or
composer where the segment occurred most often.
58a

58b

58c

58d

Josquin
134

446
English
Browne 60

290
^^
English
Kellyk 27

204
Neth.

58e

CO

174
Neth.

tt>

58f

112
Neth.

Other melodic segments containing semiminim accented
passing tones are shown in Fig. 5 9 1 page 108.

Two of

the segments (Figs. 59"b and 59c) were found heavily con
centrated in English compositions, while all the others
occurred mostly in works by Netherlanders.
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Fig. 59. Semiminim accented passing tonei other common
forms.
59a

59b

59c

59d

59e

59f

Fifi,.
59a

Number

Main composers

79

Josquin 14, Isaac, Tinctoris

59b

65

Carver 42, Gascongne 10

59c

57
50

Browne 13» Sutton, Wylkynson, Lambe

50
48

Josquin 10, Agricola 6, Carlir 6, La Rue 5

59d
59e
59f

Josquin 8, Obrecht 7» Coppini 6, Fevin 5
Fevin 18, Mouton 7, Isaac 5

Fig* 59b is the most frequently encountered segment
involving ascending motion to and from the accented semi
minim passing tone.

Altogether, 157 Instances of this

dissonance in ascending motion were found* some appear
in Fig. 60, page 109.
An Interesting point of comparison arises here with
the Palestrina style.

Gustave Soderlund states, "The ac

cented passing tone occurs on the second or the fourth
beats in a downward direction only."'*'

Further, this dis

sonance is ordinarily allowed only as the first note of a
pair or the third note of a descending four-note group

■^Soderlund, Direct Approach, p. 46.
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(of which the first note may be tied over) which then
returns upward by step.

On the other hand, Andrews

shows that Byrd "makes considerable use of relatively
accented crotchet passing dissonances in ascending
movement."^

Fig. 60.

Ascending semiminim accented passing tones.

60a

60b

60c

60d

60e

=jgil=
Main composers

Fig*
60a

Number
26

Brumel

6 0b

25

Carver 5» Sturton

60c

Josquin 2

60d

9
6

60e

3

Aston 2, Ashewell

Isaac 3» Browne 3* Agricola
Alwood 3» Sutton 2

6 composers 1 each (5 Neth., 1 English)

Of the segments shown in Fig. 60, two (Figs. 60b
and 60e) occurred mainly or entirely in English com
positions; the others were found more often in works
by Netherlanders.
Eight more melodic segments containing semiminim
accented passing tones occurred more than ten times
in the music analyzed.

They are shown in Fig. 61, page

110 .

1Andrews,

Byrd*s Vocal Polyphony, p. 116,
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Fly. 61. Other segments containing semimlnln accented
passing tones.
6la

6lb

61c

6ld

6le

vtjrh' =
\

“ T-

6lf

,

61g

6lh

Y'riU—
Fig.

:!

Number

Main composers

6la

34

Finck 9» Festa 9» Brumel 8

6lb

Browne 7, Josquin 6, Festa 5» Carlir 4

6lc

34
24

Agricola 3* Verdelot 3* Browne 2

6ld

19

Josquin 10, La Rue 4

6le

17

Browne 5» Lambe 3» Champion 3» Prioris 3

6lf

Josquin 4, Sutton 3i Ludford 3» Isaac 2

6lg

17
12

6lh

11

Browne 4, Festa 2

Festa 2, Ludford 2

Even more strikingly than in the case of the un
accented passing tones, the most-used segments contain
ing semiminim accented passing tones are simple patterns,
often related to each other.

Thus, Figs. 6lb, 6ld, and

6lf employ the same interval succession.
the case for the following groups*

This is also

(1) Figs. 59t>, 60a,

and 60b; (2) Figs. 58a» 58b, and 58c; (3) Figs. 58d,
58e, and 59a; (4) Figs. 59d* 59f» and 6lc; (5) Figs.
59© and 6la (the analogous form beginning with a minim
occurred only once); and (6) Figs. 6lg and 6lh (the anal
ogous form beginning with a syncopated semibreve occurred
three times).

Other sets of variants are to be found

Ill
among the forms occurring fewer than ten times each.
These variants are treated individually rather than as
identities "because

apparently the composers in the late

fifteenth and early sixteenth centuries did so.

Dis

tribution patterns show that the composers who used one
variant of a segment most often used other variants
comparatively seldom.

Thus, the differences among com

posers and their usage of these variants warrant their
being treated separately.
c.

Unusual forms.

The large number of ascend

ing accented passing tones found in the repertoire ana
lyzed for this study has already been pointed out.

Among

the most striking of the ascending forms are those which
occur within a long succession of semiminims or between
two minims; some of these are shown below.

Fig. 62.

Unusual ascending accented passing tones.

62a

62b

62c

Josquin 1
Sutton 1

Lambe 1

Browne 1

62d

La Rue 2 (also 2 with
second circled note
consonant)

62e

Ashewell 1
Fogliani 1
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Some descending accented passing tones also occur in
long successions of minims, as shewn in Fig. 6 3 , below.
Other unusual forms are shown in Fig.

6k,

Fig. 63. Descending semiminim accented passing tones in
long successions of semiminims.
63a

63b

63c

Kellyk 1

Alwood 1

Richafort 1

63d

63e

Bruck 1

Kellyk 1

Fig.

6k,

6^-a

Other unusual semiminim accented passing tones.

6^-b

6^-c

6^d

6^e

3

Browne 1
Alwood 1

Isaac 1

Fogliani 1 Sturton 2 Wlllaert 1
4 other
English
composers 1

Prioris 1

The sixteen melodic segments quoted in Figs. 62, 6 3 ,
and

6k

occurred a total of 27 times with accented passing

tones in the music analyzed.

Fifteen of those instances
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were found in English compositions, or 55*6# of the
total,* this figure is over three times the 17.9$ to be
expected in random distribution (English dissonances
accounted for 1 7 *9# of the total),
4,

Minim accented passing tones.
a.

Number and distribution.

A total of 72

minim accented passing tones was found in the music
analyzed.

Of these, ^9 (68.1#) were in English compo

sitions, 18 in works of Sturton.

Twenty of these disso

nances were found in works by Netherlanders, and three
in music by Coppini.

The ratios of number of occur

rences to total dissonances within each school show that
the minim accented passing tone was over nine times as
likely to occur in an English work as in a Netherlands
work.'*'

It might be expected that many of these disso

nances would occur in mensurations or proportions in
which motion in minims and longer notes predominates,
particularly 0 3 or (0 ) 3 •

However, only seven of the

72 instances were in such mensurations (all in Neth
erlanders ' works), and one was in coloration.
jority of these dissonances were in
b.

Typical forms.

The ma

0.

Only thirteen melodic

segments containing this dissonance appeared more than

^Minim accented passing tones were .1^# of all
dissonances in the Netherlands school, and 1.30# of
all dissonances in the English school.
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once in the music analyzed.

They are shown below.

Fig. 65. Minim accented passing tones occurring more
than once.
65e
65d
65c
65b
65&

SUS
Sturton 2 Sturton 2
Agricola 1 Browne 1
Sutton 1
Alwood 1
Carver 1
Sutton 1

65g

65f

Sturton 2 Tinctoris3 Aston 2
Ashewell 1
Ockeghem 1

65h

65i

La Rue 1
Sutton 1

±
Aston 1
Divitis 1

Carver 2

Josquin 2

65k

65L

65m

Sturton 1
Sutton 1

g j j E j p

Alwood 2

Isaac 1
Josquin 1

Agricola 1
Coppini 1

Some instances were observed in which a minim ac
cented passing tone occurred after a semiminimi

Fig. 66.

Accented minim passing tone after semiminims.

66a

66b

66d

Aston 1

Wylkynson 1 Coppini 1

Agricola 1
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The contour formed by four notes In descent followed
by a return upward by step, as seen in Fig. 66c, has been
termed a "filled-in cambiata figure."1

No information

has been found which indicates that composers of the
period under discussion viewed it in that way.
The accented minim passing tone did not occur at all
2
in the Palestrina style and was quite rare ancng Nether
landers * compositions even in the Josquin period; how
ever, it is common enough in the English compositions
i

examined to mark its use as an English trait.
5.

Semibreve accented passing tone.

Only one

semibreve accented passing tone was found in the music
analyzed.

It is shown in Fig. 6?, page 116.

In voice 3

of the example, the first note of measure 4 is a perfect
fourth above the bass, and the same note is also reached
in voice 2, where (an imperfect breve in length) it be
gins as the dissonant preparation for a semibreve sus
pension.

Rhythmic ambiguity is present, with a hemiola

effect in voices 3>

and 6 opposing normal triple rhy

thm in voices 1, 2, and 5»

If the hemiola is seen as

governing the passage, then the downbeat of measure ^
loses its accented feeling, and the dissonance in voice 3
may be viewed as an unaccented passing tone.
■^Jeppesen, Style. p. 14-8.
2
Soderlund, Direct Approach, pp. 25-26.

However,
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in the first appearance of the melodic figure (voice 4,
measure 2), the normal triple division is the only meter
present? by analogy, triple meter should logically be the
controlling factor in measure 4 also, and the dissonance
in voice 3 is an accented passing tone.

The sonority at

that point is a ^ chord, but is not so tabulated because
it is analyzable as a melodic dissonance.

The fact that

the suspension in measure 4 should normally be in a more
accented position than its dissonant preparation further
complicates the problems posed by this example.

Fig. 67. Accented semibreve passing tone. La Rue,
Mlssa Ave Sanctlsslma Marlai Osanna, measures 1-6,

^Second semibreve altered (doubled in length).
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C.

Lower neighbor tones--unaccented.

These,disso

nances appeared In three note-values in the music ana
lyzed for this studyi

fusa, semiminim, and minim.

These

are dealt with in turn.
1.

Fusa lower neighbor tones.
a.

Number and distribution.

In the music ana

lyzed, 61 fusa lower neighbor tones were found.

They

were not common in any group of comppsers but were found
most frequently in works by Netherlanders (53 examples),
/
with only five instances among English composers and three
among those in neither major school.

Within the Nether

lands group, no heavy concentrations were found such as
characterized the distribution of the fusa passing tone.
Josquin used this dissonance thirteen times in the works
analyzed, Mouton nine, Agricola eight, and Bauldeweyn six;
other instances were scattered.
b.

Common forms.

Only two forms(variants of

each other) occurred more than three times in the music
analyzed; they are shown bolow.

Fig. 6 8 .

Common forms--fusa lower neighbor tones.

68a

68b

i

Fig.

Number Main composers

68a

38

Josquin 7i Agricola

68b

10

Josquin 6

6,Bauldeweyn

6
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c.

Unusual forms.

The four-fusa figure fol

lowing a colored breve has been mentioned in connection
with fusa passing tones (see p. 77) •

That figure also

occasionally contains a fusa lower neighbor, as shown
below in Figs. 69e and 69f.

Also shown in Fig. 69 are

the remaining forms in which this dissonance appeared.

Fig. 69. Remaining segments containing fusa lower
neighbor tones.
69a

69b

69c
I

Mouton 2
Agricola

Mouton 1

l

Mouton 3

690

Mouton 1

Silva 1
Richafort

i

1

69f

69g

Silva 2

Browne 1

2.

p

69d

1

Semlmlnlm lower neighbor tones.
a.

Number and distribution.

In the music ana

lyzed, 1 ,3^8 semiminim lower neighbor tones were found

(6 A 2% of all dissonances), of which eight were colored.'1'
"Coloration" is a term used to denote notation of
values whose durations are reduced by one-third. In the
"white" notation of the period under discussion, white
notes were simply filled inj other methods had been used
in earlier times. Whatever the notational method, the
effect was to render three colored notes equal to two un
colored ones of the same denomination (e.g., three co
lored minims * 2 uncolored (normal) minims).
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While all groups in all periods employed this dissonance,
they did not do so with equal frequency.
sers used it leasti

English compo

119 times, or 3*16# of the disso

nances found in that group.

Individual composers' usage

ranged from 6.29# in the music of John Browne (40 lower
neighbors among 636 dissonances) to .96# in the music of
Ashewell (three lower neighbors among 311 dissonances).
The Netherlanders employed this dissonance slightly more
than the overall average 1 985 lower neighbors out of
14,521 dissonances, or 6 .78#.

The early group used it

least (5*37#)1 the middle one most (7.55#)•

Of the indi

vidual composers, Prioris used it most often (4-7 instances
out of 380 dissonances, 12.37#), and. Willaert least (five
lower neighbors out of 162 dissonances, 3-°9#).‘1' The
composers outside the two main schools used lower neigh
bors most ofteni
8 .92#.

244 times out of 2,734 dissonances, or

There is a substantial difference between the

German and Italian composers in ths use of the semiminim
lower neighbori

in the Italian group it is found as

IO.91# of all dissonances, and in the German group 6 .18#.
1Gascongne used none in the one example included in
this study.
2
This statement does not imply that the difference
observed between the three Italian composera and the
three German composers constitutes a valid stylistic
distinction between two national schools or styles.
Such a stylistic distinction may exist, but proof re
quires analysis of many more examples than are included
in the present study.
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b.

Common forms and variants.

Four melodic

segments accounted for 8 0 .O6# of all the figures con
taining semiminim lower neighbors; they are shown below.

Fig. 7 0 . Common forms containing semiminim lower
neighbor tones,
70a

FIg.

70b

Number

70c

70d

Main composers or schools

70a

^10

Josquin

10^, Brumel *4-0, Isaac 35i Festa 29

70b

301

Josquin

55» Obrecht 20, Isaac 16

70c

291

Josquin

5^i Coppini 2 9 , Brumel 28

70d

106

Netherlanders (wel~

scattered)

Only seven other segments containing the semiminim
lower neighbor tone appeared eight or more times in the
music analyzed; they are shown in Fig, 71» page 121.
In Fig. 71a, the segment was considered such when pre
ceded either by a rest or by a semibreve or longer note.
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FIg. V I . Other forms of semlmlnlm lower neighbor tones
occurring eight or more times each.
?la

?lb

71c

71d

Vi e

I

1 1

7 If

Ki R .

?1«

Number

Main composers

Via
71b

21

Josquin 7i Rlchafort 4, Dlvltls 3

20

La Rue 8 , Sturton 3. Alwood 2

71c

14

Rlchafort 5» Isaac 3* Lambe 2

71d

12

Festa 4, Josquin 3» Silva 2

Vie

9

Fevln 5» Rlchafort 2, Carllr, Josquin

71 f

9
8

Sticheler 7i Josquin, Dlvltls

71 b

Rlchafort 6 , Carllr, Dlvltls

c.

Unusual forms.

Of the 118 melodic segments

In which semlmlnlm lower neighbor tones were found, 107
occur fewer than eight times In the repertoire analyzed.
Among these, several small groups of related figures
stand out as unusual from a melodic or rhythmic view
point.

In three figures, the semlmlnlm dissonance pre

cedes a group of fusae (see below).

Fig. 7?..

Neighbor tones followed by fusae
72c

jpg lip
Browne 1

Silva 1

Silva 1
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Some figures show prominent use of sequence, as
shown in Fig. 73*

Fig. 73.

Neighbor-tone segments including sequences.

73a

73b
1’

3T

La Rue 1

Bruck 1
Fogliani 1

73c

73d

Kellyk 1

Kellyk 1

Several segments containing semiminim lower neighbor
tones contain redlctae (repeated short groups of notes'1’);
some are shown below.

Fig. 74.

Neighbor-tone segments containing redlctae.

74a

74b

74c

74d

74e

Bauldeweyn 1

Baulde
weyn 1

Coppini 2
*Brumel 1
*Bruck 1
*2nd cir
cled note
consonant

La Rue 2

Isaac 1
*Isaac 1
*flrst note a
dotted semi
breve

Reese, Renaissance, p. 144; Tinctoris, Counterpoint,
pp. 137-138.
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The following syncopated patterns appeared once
each, both in music by Ockeghemt

FIg. 7 5.

Lower neighbor tones in syncopated patterns.
75b

75a

3.

Minim lower neighbor tones.
a.

Number and distribution.

In the music ana

lyzed, 127 minim lower neighbor tones were found (includ
ing eight in coloration), or ,60% of the total number of
dissonances.

In no group of composers was this disso

nance common, but it occurred most often (,69%) among the
Netherlanders, particularly Isaac (35 instances, 2 ,57% of
all his dissonances catalogued).

The English school ac

counts for all eight instances of minim lower neighbor
tones in coloration.

Surprisingly, the composers outside

the two main schools who most frequently used the semiminim lower neighbor hardly use the minim dissonance at
alii

only nine instances were found among the six com

posers (six of them by Coppini).
b.

Common forms.

Four melodic segments con-

taining the minim lower neighbor tone occurred ten times
or more in the music analyzed.
7 6 , page 12*1-.

These are shown in Pig.

12k
Fig. 76. Common forms containing minim lower neighbor
tones•
76d
76c
76b
76a

Fig.

Number

Main composers

76a

37

Josquin 8 , Isaac 8 , Prioris 3

76b

2k

Isaac 7» Agricola 5» Sturton 2

76c

16

Isaac 12

76d

10

La Rue 6

Fig. 76a is the augmentation of Fig. 70ci Fig. 76b
is the augmentation of Fig. ?0a; and Fig. 76c is the aug-mentation of Fig. 70d.

Thus, three of the four most-used

semiminim figures containing lower neighbor tones are
also (in doubled values) among the four most-used minim
figures.

However, the augmentation of Fig. ?0b (see Fig.

77, below) did not occur.

While semibreve suspensions

are not uncommon (19^ were found), none was followed by
the type of ornamented resolution which would involve a
minim lower neighbor tone.

Instead, Fig. 76d was found,

which is the augmentation of Fig. 716, one of the less
common types of semiminim lower neighbor tones.

Fig. 77. A plausible lower-neighbor segment which did
not occur.

I
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c.

Less common forms.

Two unusual segments

involving coloration are shown below.

Fig. 78. Minim lower neighbor tones in coloration.
Colored notes are enclosed within broken brackets;
notation changed to conform to white notation.

Lambe 1

Browne 1

Five segments were noted in which the minim lower
neighbor tone followed a syncopated semibreve.

In each

case the formula appears to be similar to a common sus
pension type.

However, the semibreve is consonant in

each case, and the following minim (which would have
been the consonant resolution had the semibreve actually
contained a suspension) is dissonant.

Fig. 79. Minim lower neighbor tones after syncopated
semibreve.

79a

79b

Champion 1 Obrecht 1
Josquin 1
Festa 1

79c

Coppini 1

79d

79e

Sturton 2

Aston 1

In several cases a minim lower neighbor tone was
found in a figure which also contained one or more semi-
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minims (Fig. 80).

No minim lower neighbor tones were

adjacent to semiminims.

FIp. 80. Minim lower neighbor tones in figures also con
taining semiminims.
80a

80b

p W

80c

80d

80e

Prioris 2

Coppini 2 Isaac 1
Isaac 1
Silva 1
*La Rue 1
*first note
a minim

y

Agricola 1 Isaac 2
Prioris 1
80f

±
La Rue 2

D.Lower neighbor tones— accented.
nances

These disso

occurred in three note values in

lyzed i

fusa, semiminim, and minim.

the music ana

These are dealt with

in turn.
1.

Fusa accented
a.

Number and

lower neighbor

tones.

distribution. In the music ana

lyzed, 93 accented fusa lower neighbor tones were found.
While this dissonance was not common in any group of com
posers, it was less so among the Netherlanders than among
any of the others.

Coppini used the largest number of

them in the music analyzed (12), but the highest percen
tage of usage was found in music by Aston (10 out of 275
dissonances, 3.6^/0.

12?
b.

Typical forms.

Shown below are all of the

melodic segments containing this dissonance which oc
curred more than once in the music analyzed.

Fig. 81.

Fusa accented lower neighbor tones.

81a

81b

8lc

81g

8lh

8ld

81e

4 ^ -3 ^
8lf

8li

i j j l l
Fifii
8la

Number

Main composers

42

Coppini 11, Divitis 6, Festa 5» Agricola 5

8lb

14

Aston 7» Sutton 3» Sturton 2, Lambe, Isaac

81c

Silva 9i Verdelot 2, Coppini, Tinctoris

8ld

13
4

81 e

3

Finck, Isaac, Rener

8lf

3

Ashewell 2, Aston

81g

Agricola 2, Aston

8lh

3
2

Agricola, Isaac

8li

2

Ashewell 2

Bruck 2, Tinctoris 2

Fig. 8lb and the closely related Figs. 8lf and 8li
are used almost exclusively by English composers? the
other figures shown are either used entirely by Nether
l a n d e r or are divided between groups (especially between
Netherlander and those outside the major schools).
2.

Semlmlnlm accented lower neighbor tones.
a.

Number and distribution.

In the music ana-
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lyzed, 53 Instances of this dissonance were found.

It

appeared in all schools but was common in nones the
highest number of instances (seven) was found in the
music of Agricola and Sticheler,
b.

Typical forms.

The most common types of

semiminim accented lower neighbor tones are shown below.

FIp:. 82. Semiminim accented lower neighbor tones— seg
ments occurring more than twice in the repertoire.
82a

82b

82c

82d

82e

82f

FIk .

Number

Main composers
Sticheler ?, Isaac 2, Brumel, Forestir

82a

11

82b

8

Ashewell 3i Ockeghem 2, Aston, Browne

82c

7

Agricola 2, Kellyk 2, Brumel 2, Carver

82d

4

Agricola 3i Ockeghem

82e

3

82 f

3

Silva 3
Prioris 2, PIpelare

In all of the examples in Fig. 82, the accented
lower neighbor tone is the first of a pair of semiminims.
Only five times in the music examined for this study were
accented lower neighbor tones found in a group of more
than two semiminims; these are shown in Fig. 83, page
129.

129
Fig. 83. Accented lower neighbor tones in groups of
more than two semiminims.
83a

83b

83c

83d

Josquin 1

Kellyk 1

Browne 1

Tinctoris 2

3.

Minim accented lower neighbor tones.

Only

four of these dissonances were found in the music ana
lyzed, including one in coloration. They are shown below.

Fig. 8^-.

8^-a

Minim accented lower neighbor tones.

.

Isaac. 1

8^4-b

8^-c

8^d

Obrecht 1

Aston 1

Sturton 1

All of the examples in Fig. 8^ are so different
from the neighbor-tone treatment usually found in
smaller values, and so different from each other, that
no norm of treatment for this dissonance can be postu
lated.

It is simply a dissonance of very rare occur

rence and is apparently quite irregular in any of the
styles prevalent during the time covered by this study.
E.

Upper neighbor tones— unaccented.

values were found in the music analyzed*
minim, minim, and semibreve.
1.

Four note-

fusa, semi-

These are examined in turn.

Fusa upper neighbor tones.

Only two of these

1 3 0

were found; they are shown below.

FIr. 85.

Fusa upper neighbor tones.

85a

85b

Mouton 1

Ashewell 1

Fig. 85b, like Fig. 8lb, is the "English figure"
cited by Charles Hamm1 ; in the music analyzed for this
study, the figure appears only in English compositions
except for one instance in a piece by Isaac.
2
2.
Semlmlnlm upper neighbor tones.
a.

Number

and distribution.

In the music

ana

lyzed, 98 semiminim upper neighbor tones were found.
Distribution among schools and periods was quite similar
to that for all dissonances.

Among individual composers,

Josquin used 29 upper neighbor tones, Sutton nine, Brumel
eight, Rlchafort and
b.

Common

Obrecht five each.
forms.

Five melodic segmentsinclud

ing upper neighbor tones occurred more than once in the
music analyzed; they appear in Fig. 8 6 , page 131.
^Charles Hamm, "A Catalogue of Anonymous English Mu
sic in Fifteenth-Century Continental Manuscripts," Musica
Dlsclpllna. 22 (1968), p. 58ff.

2

Jeppesen (Style, p. 180) points out the upper neigh
bor tone as being "less frequent (than the lower neighbor),
though by no means rare" in the Palestrina style.
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Fig. 86. S e m i m i n i m upper neighbor tones occurring more
than once.
86a
86b
86c
86d
86e
t—

r

Si

(0)

i

Fig.

Number

Main composers

86a
86b

*P7
27

86c

ip

Bruck 3» Ke’
l lyk 1

86d

ip

Josquin 3* Brumel 1

86e

3

Josquin 3

Josquin 17t Rlchafort 4, Obrecht

Isaac 3

Sutton 9* Brumel ip, Sturton 3i Josquin 2

c.

Uncommon forms.

Among the fourteen other

forms that occurred once each In the repertoire analyzed,
several are close variants of those shown In Fig. 86.
Some, however, are not closely related to the above
types; they are shown below.

Fig. 87. Upper neighbor tones, unusual forms, appearing
once each.
87a

87b

87c

87d

8?e

Agricola

Tinctoris

Agricola

Josquin

Bruck

87f

Mouton

1 3 2

3.

Minim upper neighbor tones.
a.

Number and distribution.

Of the 75 minim

upper neighbor tones found, 22 were in coloration.

Eng

lish compositions contained 55 of these dissonances (in
cluding all examples in coloration), or 7 3 .3# of the
total.

This percentage shows that the English school

accounted for approximately four times as many of these
dissonances as would be expected in random distribution.
Only seventeen examples of this dissonance were found in
works by Netherlanders, and the frequency of occurrence
is less than 1/12 of that in the English school.

Three

instances were found in the works of composers not in
either major school.

Composers in whose works most of

these dissonances were found include Browne (22, of
which 19 were in coloration), Carver and La Rue (eight
each), Aston (five), and Sturton (four).
b.
cluding minim

Common forms. Six melodic segments
upper neighbor

tones

occurredthreeor

more times in the music analyzed. They are
Pig. 88, page

in

shown in

133.

Fig. 88b is an augmentation of Fig. 86a, and
Fig. 88f is an augmentation of Fig. 86b.

The other

segments shown in Fig. 88 do not have analogues in
shorter note values.
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Fig. 8 8 .
88a
p

.

~|

Minim upper neighbor tones, most common forms.
88b

88c

^

88d

88e

14l i j ^ ^
Browne 6
Aston 1
88f

Aston 1
La Rue 2
Browne 2
Sutton 1
Genet 1Carver 1
Isaac 1
Ludford 1
Mouton 1
Bauldeweyn 2
Sticheler 1
Agricola 1

Alwood 3

XE

Sutton 2
Sturton 2
Bauldeweyn 1

c.

Uncommon forms.

Several unusual melodic

segments in which minim upper neighbor tones were found
are shown below.

Fig. 89.
89a

Unusual minim upper neighbor tones.
89b

Sturton 1

Coppini 1

89c

La Rue 2

89d

89e

Lambe 1

T
Sturton 1

Figs. 89a and 89c are unusual in having a minim dis
sonance adjacent to a semiminims Fig. 89d is even more
remarkable in having the last third of a tactus disso
nant, following a single semiminim (the tactus is equal
to an 1 .v. semibreve).

Fig. 89b contains redlctae (re

peated patterns) of a falling second thrice repeated.

Semibreve upper neighbor tones.

Four of these

dissonances (two in coloration) were found in the music
analyzed? they are shown below.

Fig. 90.
90a

Semibreve upper neighbor tones.
90b

90c

= f c ± = i
La Rue 1

Bauldeweyn 1 Sturton 1

F.

Upper neighbor tones— accented.

ances were found in three note values 1
and minim.
1.

These disson

fusa, semiminim,

They are treated in turn.
Fusa accented upper neighbor tone.

Only one

of these was found in the music analyzed; it was by John
Browne and is shown below.

Fig. 91.

2,

Fusa accented upper neighbor tone.

Semlmlnlm accented upper neighbor tone.
a.

Number and distribution.

In the music

analyzed, k 5 of these dissonances were found, Including
one in coloration.

Of these Instances, 23 were In Eng

lish music, the other 22 in Netherlands works.

The

English school thus accounts for 51.11# of these disso-
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nances, or nearly three times what would have been ex
pected from random distribution.

Among individual com

posers, the highest numbers of instances were observed in
music of John Browne (nine), Brumel (seven), Josquin and
Kellyk (three each).
b.

Typical forms.

No melodic segment contain

ing this dissonance appeared more than seven times in
the music analyzed, so that none of them could be called
common.

The forms which occurred two or more times are

shown below.

Fig. 92 shows three related pairsi

Figs.

92a and 92c; 92b and 92d; and 92e and 92f.

Fig. 92.
92a

Semiminim accented upper neighbor tones.
92b

92c

92d

92e

2T
Browne 3
Brumel
Champion 2 Fevin 1
Lambe 1
Silva 1
Sutton 1

Browne 1
Sturton 2
Ludford 1 Sutton 1
Wylkynson 1

Browne 1
Carver 1
Josquin 1

Obrecht 1
Prioris 1

c.

Unusual forms.

An accented upper neighbor

tone is by its very nature unusual; however, some segments
among those found stand out as being especially notablei
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Fig. 93.

Unusual semlmlnlm accented upper neighbor tones.

93a

936

93c

Kellyk 1

Kellyk 1

Browne 1

93d

93e .

Brumel 1

Brumel 1

3.

Minim accented upper neighbor tones.

Fourteen

of these dissonances were found, twelve of them in English
compositions (Aston five, Sturton four, Sutton two, and
Wylkynson one).

The two instances in Netherlanders'

works were by Forestir and La Rue.

The melodic segments

containing this dissonance are shown below.

94a

Minim accented upper neighbor tones
94b

94c

g- W

•
__________ •

t

_

____________________________________

&

94e

94d

*

_

Fig. ff4.

p c

Aston 1

Aston 1
Sturton 1

94f

94g

Aston 3

.. 94h

La Rue 1
94i

Sturton 1
94 j

M

Wylkynson 1 Forestir 1 Sturton 1

Sutton 2

Sturton 1

Figs. 94a, 94b, 94c, 9^e, and 9^i all contain
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redlctae of a rising second.

Fig. 94g stands out as hav

ing a minim dissonance following a pair of fusae, and
Figs. 94h and 94 j show a minim dissonance between two
semibreves of which the second is syncopated.
G.

Summary of neighboring dissonances.

Distribu

tion of several of the neighboring dissonances is defi
nitely concentrated in the English school.

This is true

of all of the accented types of semiminim value or larger
and of the minim and semibreve unaccented upper neighbor
tones.

It may be said that any piece from this period

with even a small number of accented neighbor tones
(semiminim or larger) or minim or semibreve upper neigh
bor tones is likely to be English, and any piece with a
considerable concentration of these dissonances (e.g.,
5% or more of the total dissonances in the piece) is
very likely to be English.

For the dissonances named,

the percentage of occurrence is more than five times as
high in the English school as among the Netherlanders,
while the composers outside the two main schools use
these dissonances even more seldom than do the Nether
landers .
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These dissonances occurred in
sa, semiminim, minim, and semifith in turn.

All escape tones

^nder minim escape tone),
^/jx^usa escape tones
ed five; AsheAmbe and

3 1 1

1

'.jdwell 1

line of Fig. 95a is immediately
ote form usually associated with
ure in larger values does not occur
lues as those shown above.

The

igure (Fig. 95&) occurred once in
is much more common in larger
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H.

Escape tones.

four note values*

These dissonances occurred in

fusa, semiminim, minim, and semi

breve; each is dealt with in turn.

All escape tones

were unaccented except two (see under minim escape tone).
1.

Fusa escape tone.

Thirteen fusa escape tones

were found in the music analyzed*

Mouton used five; Ashe

well, Bauldeweyn, and Prioris, two each; and Lambe and
Sutton one each.

FIg. 95.

All segments are shown below.

Fusa escape tones.

95a

95b

95c

95d

Mouton 2
Sutton 1

Mouton 2

Prioris 2

Mouton 1

95f

95s

95h

95i

95e

Ashewell 1

P
Bauldeweyn 1 Lambe 1

Bauldeweyn 1 Ashewell 1

The cambiata outline of Fig. 95a is immediately
apparent.

The four-note form usually associated with

the nota cambiata figure in larger values does not occur
in such short note values as those shown above.

The

under-third cadence figure (Fig. 95d) occurred once in
the values shown but. is much more common in larger
values,
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2,

Semlmlnlm escape tones.
a.

Number and distribution.

In the music ana

lyzed, 792 semlmlnlm escape tones were found.

Of these,

617 (77.90$) were found in works by Netherlanders, 113
(14.27$) In compositions belonging to neither major
school, and only 62 (7*83$) in the English school.

The

frequency of occurrence of the semlmlnlm escape tone
among all dissonances catalogued is almost exactly equal
among the Netherlanders and the composers not in either
major school (4.36$ and 4.13$ respectively).

Both of

these groups show a frequency of occurrence more than
two and one-half times as great as that in the English
school (1.65$).

Among the composers in whose works most

of these dissonances were found were Josquin (145).
Fevin (107), Isaac (6l), Finck (50). and Brumel and
Mouton (29 each).

The highest concentration found in

the works of any composer was noted in music of Fevini
107 of the 693 dissonances found in his works were
semiminim escape tones, or 15.44$ of the total.

On

the other hand, Pipelare did not use this dissonance
at all in the works analyzed (nor did Gascongne in the
single section analyzed).
b.

Common forms.

Seven melodic segments

containing semiminim escape tones occurred more than
ten times each in the music analyzed; they are shown
in Fig. 9 6 , page 140,
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Fig. 96.

Common semiminim escape-tone patterns.

96a

96t>

96c

96d

96e

I3ilHgH HH
96f

96g

llpllSpj
Fig.

Number

Main composers

96a

409

96b

47

Agricola 10 , Tinctoris 9# Josquin 6

96c

45
34
30

Sutton 9i Isaac 6 , Sturton 4, Fevin 4

25
24

Coppini 7, Sticheler 7, Festa 2

96d
96e
96f
96g

Josquin 99» Fevin 83, Finck 34, Isaac

Josquin 11, Ockeghem 3i Brumel 3
(scattered among 17 composers)
(scattered; mainly Netherlanders)

Fig. 96a shows the most famous and most common of
the escape tones 1 that which is the second note of the
nota cambiata figure.

(For more complete treatment of

the figure, including occurrences without dissonance
and with various terminations, see page 159.)

Fig.

96a occurred most frequently in works by Netherlanders
(349 of the 409 occurrences)} this form alone accounts
for over half of all the semiminim escape tones.

In the

music of some composers, however, it is far more dominant}
it accounts for 77*57# of Fevin's escape tones, 68# of
Flnck's, 66.44# of Josquin's, and 65.52# of Mouton's.
contrast, in the English school this form accounts for
only 24.19# of the semiminim escape tones.

In
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Fig. 96b occurred mainly in works by Netherlanders
(45 of the 47 instances found), while Fig. 96c occurred
more often in English works (17 occurrences) than in the
Netherlanders' works (23 occurrences, but scattered
among a far larger total number of dissonances).

Fig.

96d did not appear in English works at all, but was
found 27 times in Netherlanders' works and seven times
in works from outside the major schools.

Fig. 96e,

another cambiata type, was found most often in Nether
landers' works (26 of the 3° occurrences).

Figs. 96f

and 96g, though similar in configuration, were distri
buted differently*

Fig. 9^f is most common outside the

two main schools (16 of 25 occurrences), while Fig. 96g
is predominantly found in Netherlanders' works (22 of
the 24 instances.
c.

Unusual forms.

Even though the semiminim

escape tone'was much less common in English than in
continental works, a number of melodic segments contain
ing this dissonance appeared mostly or entirely in Eng
lish compositions.

Fig. 96c has already been cited;

some others are shown in Fig. 9 7 1 page 142.

Fig. 97©

is unusual in skipping in the same direction from
scalewise motion in semiminims.

Soderlund states that in

the Palestrina style "The quarter notes are always left
in contrary motion."1
■^Soderlund, Direct Approach. p. 38.

1 ^ 2

Fig. 97. Some escape-tone segments appearing in Eng
lish music.
97a

97h

97c

97d

97e

Kellyk 2

Aston 1

Carver 1

Kellyk 1

Ludford 1

In some segments (not restricted to English works)
the escape tone follows a syncopated minimi

Fig. 98.

Escape tones after a syncopated minim,

98a

98b

Agricola 1 Kellyk 1

98c

98d

98e

Lambe 1

Carlir 1

Ockeghem 2

Change of direction after the escape tone is found
in 73 of the 82 melodic segments found containing this
dissonance.

In 38 of the patterns involving change of

direction the interval of resolution is a third, in 21
a fourth, in ten a fifth, in one a sixth, and in three
an octave.

Of the nine melodic segments in which the

melody continued in the same direction after the es
cape tone, the interval of resolution was a third in
eight figures and a fourth in the other one.
3.

Minim escape tones.
a.

Number and distribution.

In the music

analyzed, 129 minim escape tones were found, including
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three in coloration and two accented ones.

They were

distributed with approximately equal frequency in all
schools.

Among individual composers, the highest num

ber of instances was found in the music of Josquin (17),
followed by Isaac (twelve), Brumel and Forestir (eleven
each), Ockeghem and La Rue (ten each), and Sturton and
Agricola (nine each),
b.

Common forms.

The two melodic segments

containing this dissonance and appearing more than four
times in the music analyzed are shown below.

Fig* 99*

Common minim escape-tone segments.

99a

99b

v:
Fig.

Number Main composers

99a

60

Josquin 13» Brumel 10,

99b

10

Forestir 9* Sturton 1

c. Uncommon forms.

La Rue 9

In Fig. 100,

page 1^4,

are shown the remaining melodic segments containing minim
escape tones which appeared more than once in the music
analyzed.
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FIr . 100. Minim escape tones— other segments appearing
more than once.
lOOd
lOOe
100c
100b
100a

Josquin 4

Browne 1
Isaac 3
Forestir 1
Ludford 1

lOQf

lO.Qg

Brovme 1
Sturton 1

Agricola 2

lOOi

lOOh

tz
Ockeghem 2 Ockeghem 2

Agricola 1 Isaac 2
Champion 1

Two examples were found of accented minim escape
tones, both unusual enough to merit quotation in all
parts (see Figs. 101 and 102),

Fig. 101. Accented minim escape tone (circled) in Fevin,
Mlssa Super 0 quam glorlflca luce, Credo, Et incarnatus est, breves 5o“5&*

d
ti

“
F

A?

y

-i- r —

H
n.O.
' r.-f—
:
-i-.

H

—

t~f-

-f.f

—

i

b

-I

t

In Fig. 101 it might be thought that at the point of
the minim accented escape tone (beginning of second mea
sure of the excerpt) the bass has a retardation, and that

the B in the middle voice is a consonance; however, this
reading would involve a double suspension (top voice as
well as bass) in which the true resolution of both sus
pensions ascends.

In this case the accented escape tone

was deemed the better solution.
In Fig. 102 (below) there is no question of which
voices are consonant.

The harmony in the second measure

quoted is plainly built up from C, against which both the
D and the F in the third voice (beats 3 and *0 are disso
nant.

Fig. 102. Accented minim escape tone, in Sutton, Salve
Regina, breves 50-51.
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J.

Anticipations.

four note values«

These dissonances were found in

fusa, semiminim, minim, and semibreve;

none was found in coloration.
1,

Fusa anticipations.

Only two of these disso

nances were found, both in works by Agricola; they are
shown below.

Fig. 103.

Fusa anticipations.

103a

103b

2.

Semlmlnlm anticipations.
a.

Number and distribution.

In the reper

toire analyzed, 223 of these dissonances were found,
about 1# of all dissonances; distribution was quite
uneven.

The early English group is close to the average

in its percentage of use of this dissonance (1 ,15%), "but
the middle and late English groups show a marked reduc
tion in its use (.33% and .10# respectively), so that
the English school as a whole uses this dissonance only
about half as often as average (.56#).

Among the Neth

erlanders, the lowest percentage of anticipations is
found in the early group (,77%), while the middle and
late groups show percentages of 1 .32# and 1,00# respec
tively.
1.16#.

The average for all Netherlands composers is
The composers outside the two major schools used
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anticipations slightly more often than the major schools*
lo5 Q% in the middle period and 1 .1*1$ in the late period,
1.32# for both periods.

Composers in whose works a large

number of anticipations were found include Josquin (51)•
Silva (16); Pevin, Brumel, and Agricola (12 each); and
Coppini and Bauldeweyn (eleven each).
b.

Common forms.

Five melodic segments con

taining semiminim anticipations occurred more than ten
times each in the music analyzed; they are shown below.
It is to be noted that all of them descend.

Further,

all of them except Fig. 104c share a common metric place
ment* all occur as the second half of a strong beat.
Only Fig. 104c occurs as the second half of a weak beat.

Fig. 10*4*.

Semiminim anticipations (common forms).

104a

104b

104c

104d

104e

Fig.

Number

Main composers

104a

33

Champion 6 , Agricola 4, Divitis 3

104b

33

Josquin 14, Brumel 4, Stlcheler 3

104c

13

La Rue 3 , Agricola 2, Brumel 2, Isaac 2

104d
104e

13

Josquin 4, Fogliani 2, seven others 1

13

Josquin 9, Isaac 2, Divitis 1, Richafort 1

Four of the five segments in Fig. 104 share the
same termination and differ only in their beginnings.
Several other variants of this figure were found.

The

11*8

English school hardly used these figures at all»

only

two of the 105 dissonances accounted for in Fig. 104
were in English compositions.

In all, 122 anticipations

were found in figures having the termination
of these, only three were English, less than one-seventh
as many as would he expected in random distribution.
c.

Uncommon forms.

Most of the segments con

taining anticipations found in English compositions occur
only there (this was true for eighteen of the 21 segments
found in the music analyzed for this study).

Several of

these are shown below.

Fig. 105.

Anticipations found only in English works.

105a

105b

105c

105d

105e
*

Kellyk 1

Ludford 1

Kellyk 1

Sutton 1

m .

Lambe 1

Some unusual segments from non-English works are
shown in Fig. 106 (below).

Fig. 106e was the only seg

ment containing two anticipations in the music analyzed.

Fig. 106.

Unusual anticipation figures.

106a

106b

106c

106d

106e

Finck 1

Silva 1

Brumel 1

S31va 2

Bauldeweyn 1

1^9

Of the eighty melodic, segments containing semiminim
anticipations, the great majority approached the disso
nance by step from above.

Only eight forms were ap

proached from below, all of them by step (three of these
were shown in Fig. 106, page 1^8).

Only four forms of

this dissonance were approached by leap (three by a third,
one by a fourth, all from above); one of these was also
shown in Fig, 106,
3.

Minim anticipations.
a.

Number and distribution.

Of the 5^ minim

anticipations found in the music analyzed for this study,
50 occurred in works by Netherlanders,

Only three were

found in English works (Sturton 2, Wylkynson 1), and only
one in an Italian work (Coppini),

Among the Nether

landers, the highest numbers of instances were found in
the works of Agricola (eleven); Brumel and La Rue (eight
each); Ockeghem (seven); and Josquin and Forestir (four
each).

On the basis of frequency of occurrence, this

dissonance is four times as Hifcely to be found in Nether
landish as in English music,
b.

Common forms.

Only one melodic segment

containing this dissonance occurred more than twice in
the music analyzed:

Fig. 107' (page 150) occurred forty

times, 39 of those instances being in Netherlanders'
works (Agricola ten, La Rue seven, Brumel six, Ockeghem
and Josquin four each).

1 5 0

Fig. 107.

C.

Minim anticipation (common form).

Unusual forme.

Several of the remaining

minim anticipations showed highly unusual features; they
are shown below.

Unusual minim anticipations.

1C8a

108b

108d.

108e
11

108c

La Rue 1

- t- a _

Fig. 106.

—— barz

1
Ockeghem 1'

Sturton 1

Brumel 1

Fevin 1

108g*

108h*

*First minim cf cir
cled note is dissonant;
remainder is consonant.

Ockeghem 1 Richafort 1 Agricola. 1

Fig. 108a shows a widei- leap to an anticipation than
was encountered in any of the semiminim figures.

Fig.

108b shows a mini.m dissonance following a syncopated semi
breve; this also occurs in Figs. 108d and 108e, but with
the dissonance approached by leap.

Fig. 108c shows a

minim anticipation approached from below arid from a short
er note value.

Figs. 108f, 108g, and 108h show notes

longer than a minim which begin as weak-beat dissonances
and end as strong-beat consonances; these are the only
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cases in the music analyzed where the consonance after
an anticipation was not rearticulated.
- k.

Semibreve anticipations.

Only one of these

was found; it is shown below.

Fig_. 109. Semibreve anticipation in Brumel, Laudate
Dcmlnum. measures 99-102.

In Fig. 109, the semibreve anticipation is in the
third voice, second measure quoted.

The #3 signature

may very well signify a true triple proportion with
regard to 0 (i.e., three semibreves i n 03 have the same
duration as one in $), in which case the semibreve dis
sonance would be two-thirds as long as a minim disso
nance in 0.

The question of tempo relations between

mensurations and/or proportions is discussed below,
pages

293-339.
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K*

Free tone, type 1,

This dissonance (approached

by leap, resolved by step) occurred in two note values,
semiminim and minim.
1.

Semiminim free tone, type 1.
a.

Number and distribution.

In the music ana

lyzed, 45 of these dissonances were found, in all schools
and periods but slightly less frequently among the Neth
erlander.

The highest numbers of examples were found in

works of Finck (ten); Fevin (six); Kellyk (four); and
Isaac, Ockeghem, and Browne (three each).
b.

Typical f o r m s O f

the 45 instances found,

43 were approached from a third above and resolved to a
second above, thus s

Of the two remaining seg-

ments, one was approached from a fifth above, and the
other was resolved by a descending second.

These two

segments, together with several of the more usual ones,
are shown below.

Figo 110.

Free tone, type 1.

110a

110b

Finck 7
Isaac 1

Finck 3
A-gricola 1
Isaac 1

2.

110c

Festa 2

llOd

llOe

Mouton 1

Fevin 1

Minim free tone, type 1.

Twenty-one of these

dissonances were found, with highest frequency in English
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compositions? in the music analyzed, Sturton used four
minim free tones of this type? Browne, Obrecht, and Bauldeweyn used three each.

Several of the typical forms are

shown below? of them, only Pig. 111a has any apparent
relation to the basic form of the semiminim free tone
(see page 152).

The one minim-free tone in coloration

which was observed in the music analyzed is also shown
in Pig. 111.

Fig. 111.

Minim free tone, type 1.

111a

111b

111c

Browne 1
Obrecht 1
Isaac 1
Sturton 1
Obrecht 1
Ockeghem 1
Stlcheler 1
Sturton 1

Hid

Bauldeweyn2 Ockeghem 1 Agricola 1
lllf
.-v* "V

lllg
lllh
.________ C _____________ ZL
-r— ■ i
— u

Isaac 1

L.

llle

Free tone, type 2.

Sutton 1

Lambe 1

This dissonance (approached

and resolved by leap) occurred in three note values*
semiminim, minim, and semibreve.

One minim dissonance

of this type was accented? all the rest were unaccented.
1.

Semiminim free tone, type 2.

Of the nine

instances found, seven occurred in the Netherlands
school (Agricola, Isaac, and Richafort, two each? Pevin
one), and one each in works of Coppini and Stlcheler.

15^

All segments containing this dissonance are shown "below.

Fig. 112.

Semiminim free tone, type 2.

112a

11213

112c

112d

112e

■rrb-'H
Agricolal

Agricola 1 Isaac 1

112f

112g

Coppini 1

Fevin 1

2.

Rlchafort 1 Isaac 1
Stlcheler 1

112h

Rlchafort 1

Minim free tone, type 2.

Three of these dis

sonances were found in the music analyzed, one each in
the music of Brumel, Carver, and Sturton (see below).

Fig. 113.

Minim free tone, type 2.

113a

113b

113o

Brumel 1
Carver 1
(accented)

3.

W
Sturton 1

Semibreve free tone, type 2.

these was found in the music analyzed.

Only one of

It deserves quo

tation as one of those unforgettable moments which appa
rently at this period could only occur in English music
(see Fig. 114-, page 155).
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Fig. 11^. Semibreve free tone, type 2.
Salve Regina, measures 46-4Q,
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In Fig. 114, the free tone is the second note in
the second measure of the bass line.

This semibreve

dissonance is remarkable because (among other things)
the piece is in slow tempo, as

is attested by the num

erous semiminims in the example and even some fusae
elsewhere in the same mensuration earlier in the piece.
It is possible to regard the G in the seventh voice as
the dissonance here, in which case one would be forced
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to call it a rearticulated retardation occurring on a
weak beat.

It might be called a dissonant pedal point;

hoifever, it is extremely short for such a designation.
Further, even consonant pedals are exceedingly rare in
this period, almost invariably being found in long-note
cantus firmus treatment— and in this example, the cantus
firmus is in voice six.

The free tone, type 2 (circled

in the bass) appears the most logical designation for
this dissonance.
M.

Appoggiatura.

Of the sixteen appoggiature

found, five were of semiminim value, ten of minim value,
and one of semibreve value.

Eleven of the total were

from English works (three semiminims, seven minims, and
the semibreve).

The remainder were from Netherlanders'

works: semiminim appoggiature appeared in works of Bauldeweyn and Carlir, and minim appoggiature occurred in
works of Josquin (two) and Mouton.

The semiminim seg

ments are shown below.

Fig. 115.

Semiminim appoggiature.

115a

115b

115c

Ashewell 1 Bauldeweyn 1 Alwood 1

115d

115e

Browne 1

Carlir 1

Figs. 115a and 115b show semiminim dissonances adja
cent to shorter values.

Figs. 115d and 115e show semi-
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minim dissonances which begin a tactus.
The melodic segments containing minim appoggiature
are shown below.

Figs. 116a, ll6b, 116c, ll6df and

116i all show the appoggiature being approached from a
third below and resolved down by step.

In fact, all ap-

poggiatura resolutions except that in Fig. 115e (page
156) descended.

Figs. Il6f, 116g, and ll6h all show

appoggiature which begin a tempus.

Fig. 116.

Minim appoggiature.

116a

116b

116c

ll6d

ll6e

Mouton 1

Josquin 1

Sturton 1

Sturton 1

Sturton 1

ll6f

ll6g .

Il6g

ll6i

Aston 1

Sturton 1

Sturton 1

Sutton 1

Fig. 11?» page 158, shows the semibreve appoggia
tura.

The appoggiatura (measure 5 of the quotation, fifth

voice) is not the only remarkable feature of the excerpt.
There are parallel octaves between the fifth and sixth
voices in measure 3» another set delayed by a semibreve
in measure

and still another set between voices one

and four in measure

The appoggiatura itself is grind-

ingly dissonant against the A in the top voice and must
have made a striking effect.

1 5 8

Fig. 117. Semibreve appoggiatura, in Alwood: Missa
Praise Him Praiseworthy, Gloria, measures 9 ~ W .

1

i

N*

Dissonant entry.

case of the free tone:
a rest.

This dissonance :i.s a special

namely, a dissonance preceded by

Only one of these

lyzed; it is shown in Fig.

was found in the music ana
118, page 159.

The dissonant entry is in the bass in bar 3 of the
quotation.

Also of Interest in this excerpt is the ac

cented tritone (bar 3, beat 3).
second voice is possible:

A scribal error in the

namely, that the dotted semi

breve C (bar 2, beat 3) should not have

the dot.

This

emendation would move the semiminims B and A to the down
beat, removing the ^-3 suspension at that point and
producing a simple ^ sonority on the second minim of
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the measure.

The minim C which now ends the measure

could be a semibreve beginning on beat 3* thus remov
ing the blatant tritone.

Such a solution, however, in

volves two changes and must thus be viewed as considera
bl.y less probable than simply reading the passage as it
s tands.

Fig. 118. Dissonant entry, in Agricola: Mlssa Prlml
"toni , Credo, Crucifixus, measures 35-3%~»
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&

$
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Camblata figure.
1.

Number and distribution.

The camblata figure,

with and without dissonance, appeared 712 times in the
music analyzed for this study.

The overwhelming majority

of the occurrences (59*3) were in music by Netherlanders;
50 were in English music and 64 in music of composers
outside the two main schools.

In frequency of occurrence

as related to the total number of dissonances in each
school, this figure occurred 3*06 times as often in the
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Netherlands school as in the English, and 1.74 times as
often in the Netherlands school as in the compositions
from outside the two main schools.

Among individual

composers, the highest frequency of use is found in the
works of Fevin, who used the figure 125 times in works
containing 693 dissonances.^

On the other hand, Browne,

Ashewell, Wylkynson, Carver-, Pipelare and Coppini did
not use the figure at all in the works analyzed.
The cambiata figure is more common in normal tex
ture (four parts or fewer) than in abnormal texture
(five parts or more).

Of the 598 instances in the

Netherlands school, 400 were in normal texture.
ever, 33

How

the 50 English examples were in five parts

or more, as were 34 of Heinrich Firick's 44 examples.
2.

Common forms.

Six forms of the camblata

figure appeared thirty or more times in the music ana
lyzed; they are shown in Figs. 119-124, beginning on
page 161.

Cambiata figures are not included in dissonance
totals. Any dissonance contained within these figures,
such as the numerous escape tones and some passing
tones, are entered with their respective types.

1 6 1

Fig. 119.

The most common cambiata figure, with variants.

119a

119b

119c

Ejjggii
Fig.

Number

119a

39

119b

205

119c

1

Main composers
Josquin8, Fevin 7t Ockeghem 5
Josquin

5 6 , Fevin

36,

Finck 2^

Ockeghem 1

Fig. 120. The second most common cambiata figure, with
variants (circled notes are dissonant).
120a

120b

Fig.

Number

Main composers

120a

60

Josqtiln

18, Fevin

9» Agricola 5

120b

13^

Josquin

30i Fevin

18, Isaac 18

Fig. 121. The third most common cambiata figure, with
variants (circled notes are dissonant).
121a

121b

121c

121d

g^ E g=
Pip;..
121a

Number

Main composers
Bauldeweyn 2, Carlir, Fevin, and Genet 1

121c

5
1411

121d

30

Fevin 3» Isaac 3» Verdelot 3

121b

Josquin 3i Mouton 2, Genet 2
Bauldeweyn

Fevin 2, Rlchafort 2

1 6 2

Fig. 122, The fourth most common cambiata figure, with
variants (circled notes are dissonant).
122a

liar
122a

122b

Number

122c

122d

Main composers

3

Agricola, Fevin, Silva

122b

4

Fevin 2, Tinetoris, Finck

122c

14

Fevin 5* Josquin 3* Obrecht 2

122d

26

Fevin 11, Josquin 8 , Obrecht 2

Fig. 123. The fifth most common cambiata figure, with
variants (circled notes are dissonant).
123a

Fig.

123b

Number Main composers

123a

14

Ludford 2, Ockeghem 2, Sturton 2

123b

26

Josquin 8 , Finck 4, La Rue 4

Fig. 124. Sixth most common cambiata figure, wich
variants (circled notes are dissonant).
124a

124b

Fig.

Number

Main composers

l?.4a

14

Isaac 5i Bauldeweyn 3, Agricola 2

124b

21

Brumel 8 , Isaac 3* Divitis 2

Figs. 120, 121, and 122, with their variants, are the
ones permitted in the Pa'lestrinian style, according to
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Soderlund

1

and Jeppesen.

2

Together these figures ac

count for 301 of the cambiata outlines found in this
study.

The remaining cambiata figures (411 in all, in

cluding those not shown in preceding pages) are of other
types, such as the three-note segments and forms involv
ing longer note-values than those in the figures cited.
c»

Less common forms.

The inverted cambiata

figure appeared only five times in the music analyzed;
all are shown below.

Fig. 125. Inverted cambiata figures (dissonant notes
circled; suspension shown by "x").
125a

125b
S

Kellyk 1

E

p

125c

125d

125e

Kellyk 1

Bauldeweyn 1 Finck 1

p

Kellyk 1

The cambiata figure appeared with suspensions
twenty times in the music analyzed, including Fig. 125b.
This usage is dismissed as an error by Soderlund,-^ and
certainly its rarity in the period under discussion pre
cludes any possibility of its being termed common prac
tice.

However, the instances of its use (some of which

are shown in Fig. 126, page 164) appear intentional.
1
Soderlund, Direct Approach, p. 36.
2
Jeppesen, Style, p. 148.
3

Soderlund, Direct Approach. p 0 55*
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Fig. 126.

Some cambiata figures including suspensions.
126c
4

126d
126e
_______ ±_________ i______

Y'Afj'-A ■

~

Finck 1

u

X-f-3-1r

+
Festa 1
Sutton 1
Bauldeweyn 3
Ludford 1
Willaert 1

Fevin 1

?0H
'
(o)
Alwood 1
Aston 1
Obrecht 1
Sturton 1

Fig. 126d shows one of the six instances observed
of a cambiata figure beginning with a syncopated note.
From the rhythmic point of view, this beginning is
perhaps even more emphatic than the usual dotted-note
beginning, and for that reason these examples are in
cluded here under the category of cambiata figure even
though their rhythm does not conform strictly

to

the

standards postulated in Chapter I of this study.
The amplified cambiata figure cited by Jeppesen
was found 26 times in the music analyzed, in the forms
shown below

(see also Fig. 126b, above).

Fig. 127.

Amplified camblata figures.

127a

127b

127c

127d

r l,J

||E
Fevin 3

Fevin 13
Divitis 1
Josquin 3
Rlchafort 1

■^Jeppesen, Style, p. 215.

127e

Divitis 1

Divitis 1
Fevin 2
Sturton 1
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Jeppesen speaks of the "delay of the resolution by
the introduction of an ascending third after the leap from
the dissonance."

His whole discussion assumes the normal

cy of the four-note figure.

As statistics given above

have shown, such was by no means the case in the late
fifteenth and early sixteenth centuries, and a three-note
form actually occurred more often.

It is therefore con

sidered that the idioms shown in Pig. 127 (and the num
erous others found which do not return to the "resolution
note") may be more accurately perceived as three-note
figures which merely happen to approximate a figure which
in the later period could be explained as Jeppesen has
done.

There is in the period under discussion no consis

tent usage of a fourth-note "resolution," let alone a
"delayed resolution" in the case of the forms shown in
Pig. 127; it appears rather to be a case of coincidence
and the application of the law of averages: namely, that
among over 250 3-note cambiata figures, a certain per
centage is bound to have a note a step above the third
note occurring two notes later.

It is perhaps most sur

prising that the percentage observed is so small.

1 6 6

II.

Essential (Rhythmically Controlled) Dissonances.

Under this heading are treated the suspension, the dis£
sonant preparation (consonant fourth, etc.), and the ^
dissonance, in that order.

All of these dissonances,

in the "classic" forms which were standard by the late
sixteenth century and widely used at the earlier time
covered by the present study, were placed in a specific
relation to the metric structure and, in fact, helped to
define that structure.

In the "classic" usage, the minim

•dissonance on the strong beat resolving downward by step
to the weak-beat consonance was one of the strongest de
vices for articulating the flow of the music (i.e., cut
ting

it

into clearly definable segments, especially at

cadences).
Suspensions occurred in other values besides minims,
however, as did dissonant preparations and ^ sonorities.
Further, even among the minim suspensions there are a few
instances on weak beats.

The ^ sonority frequently oc

curred in rhythmic situations not at all consistent with
the "classic" procedure.

In all of these cases, one must

reckon with the possibility that functions other than
those mentioned above may have been served by these dis
sonances .
A.

Suspensions.

These dissonances occurred in

four note values: fusa, semiminim, minim, and semibreve.
1.

Fusa suspensions.

Only six of these were
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found in the music analyzed, in the music of Mouton
(four), Ockeghem (one), and Wylkynson (one).

Three of

the six were 7-6 suspensions (shown below as Figs. 128a,
128b, and 128f), two were 4-3 suspensions (Figs. 128c
and 128d), and one (Fig. 128e) was a 9-8 suspension.

Fig. 128. Fusa suspensions (point of suspension is
marked x; longer suspensions in the same segment
are marked with arrows).
128a

128b

128c

128d

128e

-\

t e a lll
i

Mouton 1

Mouton 1

Mouton 1

Mouton 1

128f

Wylkynson 1

----------------

<
i

Ockeghem 1

All of the fusa suspensions are at the beginning of
a minim.

In Figs. 128a, 128c, and 128d, the fusa sus

pension is part of a figure which could be rewritten in
a less ornamented fashion as a two-member chain suspen
sion (e.g., for Fig. 128a, a simplified version would be
).

The "Landini cadence" figure is an em

bellishment of this basic figure.

The fusa suspensions

by Wylkynson and Ockeghem, however, cannot be reduced to
simpler forms in this manner, because the resolution
note is not repeated.

1 6 8

2.

Semiminim suspensions.
a.

Number and distribution.

In the music ana

lyzed, 704 seniminim suspensions were found, occurring
with approximately equal frequency in all three groups
of composers.

Among individual composers, the highest

numbers were found in the music of Josquin (104), Agri
cola (45), Mouton (44), Fevin (42), and Bauldeweyn (42).
On the other hand, Prioris, Fogliani, Carlir, and Senfl
used only one such suspension each in the music analyzed.
Among the 704 semiminim suspensions found, 293
(41.62$) were 4-3 suspensions, 208 (2 9.55%) were 7-6,
89 (12.64$) were 9-8. and ?0 (9-94$) were 2-3.

The

remaining 44 instances were 4-5, 6-5 , 7-8, or 9-10 sus
pensions.

The only major deviation from the percentages

given above was in the middle-period group of Netherlanders, where bhe 7-6 suspensions narrowly outnumbered
the 4-3 suspensions.
The semiminim suspension was more common in four
or fewer parts than in five or more:

568 of the in

stances found (80.68$) occurred in normal texture.

The

suspension intervals occurred in about the same order
of frequency in abnormal texture as in normal, with one
exception: the 6-5 suspension (in which the sixth is a
dissonance against a fifth already present in the sono
rity) is much more common in more than five parts.
4-3 suspension is slightly less common in more than

The
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five parts than in less, bub the 7-6 suspension is con
siderably less common in more than five parts.
b.

Common forms.

Two hundred seventy melodic

segments were found which contain semiminim suspensions.
Since only 704 instances of this dissonance occurred in
the music analyzed, the 270 forms occurred an average of
2.61 times each (by way of comparison, the 300 forms of
semiminim passing tones occurred an average of 27.35 times
each).

The variety of forms and the number of variants

are amazing in view of the comparatively small number of
instances of the semiminim suspension.

Only five forms

(see below) occurred ten or more times in the music ana
lyzed; they account for 228 of the 704 dissonances of
thi s type.

Fig. 129. Common seraiminim suspensions (shown by x, and
always falling on the dot of the dotted minim; other
suspensions in the examples are shown by arrows).
!29a
^
129b
129c

%

1

£LSj
129a

Number
79

Josquin 17, Willaert 10, Divitis 6, Silva

129b

53

Kellyk 10, Lambe 8, Aston 7» Josquin 6

129c

Bruck 4, Bauldeweyn 4, Coppinl 3* Genet 3

129d

37
42

129e

17

La Rue 4, Silva 3» Bauldeweyn 2

Main composers

Josquin 11, Agricola 8, Rener 6, Festa 5

The common termination in all of the segments in
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Fig. 129 except Fig. 129b is immediately apparent; it
appears in four other melodic segments, which occur a
total of six times in the music analyzed.

Thus, this

termination (beginning with the dotted minim) occurs
with a semiminim suspension 179 times.

The heavy

English usage of the only figure not ending with the
common termination is also worthy of note.
Most of the forms in Fig. 129, and many of the
semiminim suspensions found, bear some relationship
to the "consonant portamento" forms common in the late
sixteenth century and discussed by Soderlund (p. 51).
c.

Uncommon forms.

A number of forms con

taining the Landini embellishment (under-third cadence)
appeared; some of them are shown below.

Fig. 130. Semiminim suspensions preceding Landini
cadence (suspensions shorn by x).
130a

130b

130c

130d

130e

Josquin 5

Ockeghem 1

I j g j p

Fevln 1
Agricolal

Divitis 2 Josquin 1
6 others 1

Several variants of the under-third cadence figure
were also found; some of them are shown in Fig. 131,
page 171.

In Fig. 131» Andreas de Silva*s fondness for

the figure ending with two fusae may be noted; ten of
the twelve occurrences (Figs. 131a, 131d, 131f, and
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g) are in his works.

Fig. 131. Semiminim suspensions in figures related to
the Landini cadence.
131a

131b

131c

13-ld

13-le

Coppini 1

Finck 2

Finck 1

Silva 6

Kellyk 1

131f

131g

Silva 2
Mouton 1

Silva 2

Several segments containing semiminim suspensions
are ornamented variants of a common minim-suspension
figure, namely — 0 ~X "~^— .

Some of these are shown below.

Fig. 132. Semiminim suspensions (forms derived from
minim suspension form shown above).
132a
132b
132c
132d
132e

Bauldeweyn 3 Browne 1 Bauldeweyn 1 Wylkynson 1 Fevln 2
Bauldeweyn 3
Josquin 1
132f

132g

..

Browne 1 Agricola 1
Coppini 1
Brumel 1
Agricola 1
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Except for Fig. 132c, all the segments shown in
Fig. 132 share the termination — ^

In Fig.

132c the minim which in Fig. 132a ends the formula is
broken up into two semiminims, of which the first has
the melodic appearance of an appoggiatura, and the second
is the true resolution note.
Several instances occurred of seraiminim suspensions
on successive strong beats; some of these are shown below.

Fig. 133. Semiminim suspensions (shown by x) on suc
cessive strong beats.

Fevin 1

Wylkynson 1 Josquin 1

133f

133s

Josquin 1

Ashewell 1

Browne 1

Ockeghem 1

The examples in Fig. 133 were chosen to illustrate
the use of two semiminim suspensions in close succes
sion.

However, some other points of interest are pre

sent.

Fig. 133& is an ornamented version of a minim

chain-suspension figure,

-.

Fig. 133^ shows

(1 ) a suspension in which the motion continues downwards
after the minim resolution, and (2 ) a suspension left by
leap, with the normal note of resolution coming after an
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Interpolated note.

Fig. 133f shows a suspension whose

resolution Is left "by leap rather than "by being repeated
as might be expected, and Fig. 133g^ shows two successive
retardations whose resolutions are quitted by leap with
change of direction.
With the exception of Figs. 130e and 131e, all of
the semiminim suspensions shown so far have fallen on the
final third of a dotted minim.

There were, however, num

erous instances of such dissonances occurring as the se
cond half of a syncopated minim; there were also three
such cases in which two semiminim suspensions appeared on
successive beats (see below).

Fig. 13*K Semiminim suspensions in syncopated minims;
successive semiminim suspensions in syncopated minims.

13^a

13^b

13^c

13^d

13^e

Mouton 1

Obrecht 1

Obrecht 1

Mouton 3

Mouton

13^f

13^6

134h

13^1

13^3

Tinctoris 2 Willaert 2 Ockeghem 1 Lambe 1

1

1

Mouton 1

It is not possible to prove that the reappearance of
Fig. 133g in the finale of Beethoven's Op. 13 is due to
any direct influence from the music of Ashewell.

17^
Several semiminim suspensions are resolved upward;
some of them are shown below (see also Fig. 131e and
Fig. 133s)•

Fig. 135.

Semiminim suspensions with upward resolutions.

135a

135^

135c

135d

135e

n

Fevin 1
Silva 2
Pipelare 1 Aston 1

n

Q-

Ludford 1

Richafort 1 Bauldeweyn 1
Bauldeweyn 1

135f

135s

135b

13.$i

Lambe 1

Kellyk 1

Kellyk 1

Kellyk 1

Several suspensions are left; by leap, all downward.
Some of these are shown below.

Fig. 136.

Semiminim suspensions left by leap.

136a

136b

136c

136d

136e

Festa 1

Festa 1

Genet 1

Larabe 1

136f

136g

Agricola 2
Finck 2
Isaac 1
Bruck 1

i

l

l

Fevin 1

g

l

l

l

Isaac 1

Except for Fig. 136d, all of the semiminim sus-
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pensions shown in Fig. 136 occur on a strong beat.
Fig. 136f shows a leap greater than a third.

Only

All of the

examples except Fig. 136g show that the expected resolu
tion note (a step below the suspension) immediately fol
lows the note to which the suspension leaps.
3.

Minim suspensions.
a.

Number and distribution.

are the most common essential dissonance:

Minim suspensions

2,489 of them

wore found in the music analyzed, or 11.85$ of all the
dissonances.

They occurred with nearly equal frequency

among the Netherlanders and those outside the two major
schools (1 3 .20$ and 1 3 .60$ of all dissonances, respec
tively), but much less frequently in the English school
(5.3W.
The 4-3 and 7-6 suspensions are by far the most
common, accounting for 86.81$ of all minim suspensions.
Their use is less common in English works (80.10$ of the
minim suspensions).

The most unusual group of suspen

sions (4-5, 6-5 , 7-8 , and 9-1C) accounted for 1 0 .95$ of
all suspensions in the English school, compared to usage
of .87$ among the Netherlanders and .54$ among the com
posers from neither major school.
Just over one-fifth of the suspensions (21.21$) oc
curred in textures of more than four parts.

It was

quite unusual, however, to find a 2-3 suspension in more
than four parts: only 5 .85# of them occurred in abnormal
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texture.

7-6 suspensions were also less likely than

average to be found in many parts: only 1 2 .2?# of them
were found in abnormal texture.

However, 26.21% of the

4-3 suspensions, yi.kO% of the 9-8 suspensions, and
7 8 .95$ of the 6-5 suspensions occurred in more than
four parts.
b.

Common forms.

Six segments including

minim suspensions occurred over one hundred times each
in the music analyzed; they are shown below.

Fig. 137.

Commonest segments including minim suspension.

137a

137b

137c

To

~)

■*

137d

13?e

fa

I37f

'T—
Plfii
137a

Number

Main composers

411

Josquin IO3 , Coppini 26, Divitis 21

137b

306

Isaac 38, Josquin 33» Carlir 22

137c

182

157d

172

Isaac 2 9 , La Hue 17, Josquin 16, Mouton !
12
Isaac 21, Obrecht 20, Josquin 19 , Brume 1 8

137e

156
124

137f

Josquin 23, Coppini 18, Agricola 12
Josquin 2 5 , Isaac 18, Senfl 11, Agricola 10

Fig. 137a appears 202 times with a semiminim sus
pension (on the dot of the dotted minim) in addition to
the minim suspension.

Fig. 137b begins with a minim 206

times and with a syncopated semibreve 100 times.
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The commonness of the segments shown in Fig. 137
does not extend to the English school.

Of the 1,351

dissonances accounted for in the figure, only 58 are in
English works.

These 58 dissonances account for only

28.86# of the 201 minim suspensions in English compo
sitions.

The 1,293 remaining dissonances in Fig. 137

account for 56*51# of the suspensions in the Netherlands
group and the Other group (those outside the two main
schools).

A further indication of the disparity be

tween the Ehglish works and the remainder of the reper
tory is that the 58 suspensions in the segments shown in
Fig. 137 account for only 1.5^# of all the dissonances in
the English school, while the 1,293 dissonances remaining
account for 7.49# of the dissonances in the Netherlands
and Other groups— a figure nearly five times as great.
It is clear that the suspension figures which are the
most common in the Netherlands style are comparatively
quite rare in English music.
Ten other segments containing minim suspensions oc- ■
curred more than twenty times each in the music analyzed
(i.e., more than about .1# of all dissonances); they are
shown in Fig. 138, page 178.

Among the segments shown

in Fig. 138, one stands out as ah exception to the usual
Netherlands statistical dominance*

Fig. 138e occurs 21

times in English music (.56# of all dissonances in that
group) and 24 times in Netherlanders' works (.16# of all
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dissonances in that group).

Fig. 138.

Other common suspension forms.^

138a

138b

138c

:

138f

138d

138e

(A-\

138g

138h

1381

138j

^.r<£$t^ifcz
Number
138a

(♦;
Main composers

zp
-

'

(♦)

91
58

Prioris 10, Josquin 9>' Agricola 7* Brumel 6
Isaac 10, Senfl 9, Coppini 9. Obrecht **

133d

51
49

Agricola 8. Isaac 6, Coppini 6, Josquin 6

138e

1*8

Sturton 10, Sutton 5» Willaert 5, Mouton 3

133f

45

Josquin 9, Festa 5, Isaac 3, Agricola 3

L38g

35

Senfl 7> Rener 6, Agricola 5

138h

Rener 12, Josquin 8, Agricola 3» La Rue 3

1381

35
29

138j

23

Obrecht 5 1 Josquin 3, Browne 3 , Agricola 3

138b
138c

Bauldeweyn 7, Richafort 7, Josquin 6

Sticheler 6, Brumel 6, Josquin 6, Agricola

c.

Uncommon forms.

Among the unusual suspen

sion figures, four groups may he singled out for comments
the rearticulated suspensions, the suspensions resolved
by leap, the retardations, and the suspensions with unu
sual rhythmic .ori-entation.
Most of the segments shown in Figs. 1 3 7 ,and 138 are
quite similar. However, some appear in works of certain
composers and not in those of others; hence, distinctions
drawn between these quite similar segments may show treat
ment idiomatic to a particular composer or group.
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As far as placement of dissonance is concerned, the
rearticulated suspension is no different from its inte
gral counterpart; the distinction is made so that any
composers who use this form quite frequently may be point
ed out.
Rearticulated suspensions appeared in fourteen me
lodic segments, of which several are shown below.

A total

of 35 rearticulated suspensions were found in the music
analyzed: 2^ in works by Netherlanders, 6 in English
works, and 5 in those of the Other composers.

These

figures form a ratio which is extremely close to the
distribution of all dissonances, so that, in the reper
tory for this study, rearticulated suspensions occurred
with nearly equal frequency in all schools.

Fiprm 139.

Some rearticulated suspensions.

139a

139b

139c

139d

139e

Coppini 1
Isaac 1

Coppini 1

Richafort 1

1

•

Richafort 1 Josquin 1

Fig. 139<1 is unusual in having a semiminim prepara
tion for a minim suspension, and Fig. 139e is the only
instance in the repertory analyzed of a dotted-minim
suspension.
In the music analyzed, 25 suspensions were found
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which were left by leap, eleven of them in English works,
the other fourteen in works by Netherlanders.

Due to

the far greater amount of music in the Netherlands group
than in the English group in this study, however, those
figures are slightly misleading: suspensions left by leap
are three times as frequent (as a fraction of all disso
nances) in English music as in Netherlanders' works.

The

25 examples occurred in nineteen different melodic seg
ments, of which some are shown below.

Fig. 1^-0. Suspensions left by leap (shown by x; other
suspensions in the segments are shown by arrows).
l^Oa

l*K)b

l^J-Oc

l40d

l40e

Agrlcolal

Isaac 2

Silva 1

Alwood 1

Browne 1

Suspensions resolved upward nineteen times in the
music analyzed, twelve times in English music and seven
times in Netherlanders' works.

As a fraction of all

dissonances, they are seven times more frequent in Eng
lish than in Netherlandish music, though still rare.
Twelve melodic segments contained retardations; a few
of them are shown in Fig. 141, page 181.
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Fig. 141. Retardations (shown by x; other suspensions
shown by arrows).
141a

l4lb

l4lc

l4ld

E L S ^ l E

l4le
<>E

«

Kellyk 1

Champion 1 Alwood 1 Ludford 1
Mouton 1
Wylkynson 1

Ockeghem 1

In almost every case shown so far, the resolution
of a

minim suspension is itself

a pair of semiminims.

a minim or, less often,

In a few cases, however, the

resolution note is longer than a minim.

(This discus

sion does not concern chain suspensions in which a
semibreve succeeds a minim suspension, because that
semibreve consists of two parts, the first consonant,
the second dissonant; rather,

the subject at hand is

those cases in which the consonance succeeding the
minim suspension is a semibreve or longer.)

Resolu

tion notes of a semibreve or longer were found fourteen
times in the music analyzed, twelve of them in English
works.

All melodic contexts are shown below.

Fig. 142.

Minim suspensions with longer resolution notes.

142a

142b

l42c

r. ir& y

l42d ..
6

I
i
Wylkynson 4 Josquin 2 Sturton 1
Ludford 4
Sturton 2

^

o .^ .,

'
Browne 1
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The metric orientation of a suspension is ordinarily
taken as a matter of course: it is prepared on a weak
beat, dissonant on the following strong beat, then re
solved on the following weak beat.

Deviation from this

scheme is termed an error in the Palestrina style.^

In

the period under discussion for the present study, how
ever, some weak-beao suspensions are found.

Several are
2
cited in an excellent article by Carl Dahlhaus.
One of
them is shown below.

Flff. 143. Josquin, Alma Redemptoris Mater, measure 3^+»
Werken van Josquin des Pres, ed. by A. Smtjers,
Motette 21 (cited in Dahlhaus, "Dissonanzbehandlung"). Weak-beat suspension is at x, normal
(strong-beat) suspension at (x).
J * - = ---- rc—
— = 1
~rj.:::r.£:— $rzzzz
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In Fig. 1^3 a minim dissonance occurs on the second
beat.

Dahlhaus points out that two interpretations of

this dissonance are possible: a tied-over anticipation or
a weak-beat suspension.

He prefers the latter' explana-'

1
Soderlund, Direct Approach, p. 57.
2
Carl Dahlhaus, "Zur Dissonanzbehandlung um 1500"
in Kirchenmusikalisohes Jahrbuch, Vol. 55 (1971), p. 21,
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tion because of the immediate proximity of a normal
strong-beat suspension (beat 5 ) in which an exchange
is effected both between the pitches of the two voices
and between the strong and weak beats of the suspensions0
Fig. 1*j4 (below) shows another case regarding which
Dahlhaus finds it easier to accept a weak-beat suspen
sion than a triple dissonance in which one anticipation
is preceded by a rest and tied over, another is approached
from the fifth below and tied over, and these two are
combined with an escape tone.

Fig. 1^4. Josquin, Missa Faisanr regretz, Gloria, mea"
sures 22-23 (cited in'Dahlhaus, "Dissonanzbehandlung," p . 21).

A final example is cited in the Dahlhaus article;
it is shown as Fig. 1^5» page 18^,

Here again it is more

acceptable to Dahlhaus to construe the G (first measure,
fourth beat, top voice) as a weak-beat suspension, rather
than taking the A in the bottom voice as a tied-over

184anti cipati on approached by leap.

Fig. 14-5. Obrecht, Missa Super Marla Zart, cited i:
Dahlhaus, "Dissonanzbehandlung," p. 21, citing
in turn Jeppesen, Style. p. 238.

Instances such as the foregoing are exceedingly rare
in the period covered by the present study.

Indeed, only

one example of a minim weak-beat suspension was found
among the more than 21,000 dissonances catalogued.

Two

examples were found among the semibreve suspensions (see
pages I88-I9O).
The minim weak-beat suspension found in the reper
toire for this study is shown in Fig. 14-6, page I8 5 .
passage is remarkable in several ways.

The

On the second

beat of the first full measure quoted, a weak-beat sus
pension in the alto occurs simultaneously with a semiminim
retardation in the tenor.

On the third beat the bass

has a 4— 5 suspension against the dotted minim D in the
tenor, while the C in the superius, consonant with the
bass, is also dissonant (7-6 suspension) against the
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tenor.

This passage has at this point a very strong

concentration of dissonance, to which the ensuing reso
lution is especially satisfying.

Fig. 1^6. Fevin, Missa Super 0 quam glorlflea luce,
Gloria, Qui tollis peccata mundi, breves 66-6 9 .
Suspensions shown by 3: except when tied over
the barline.
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In view of the above examples, it appears rea
sonable to agree with Dahlhaus in positing a more in
clusive definition of the suspension*

namely, a dis

sonance prepared as a consonance and resolved, usually
by step, with the dissonance usually but not always
falling on a strong beat.

The more usual

defini-

tion--which specifies that the dissonance must always
be on the strong beat--may therefore be seen as a
modification of earlier usage.'1'

■^Dahlhaus, "Dissonanzbehandlung," p. 22.
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Semibreve suspensions.
a.

Number and distribution.

The suspension is

the most common of all semibreve dissonances; nonetheless,
only 195 of them were found in the music analyzed, less
than 1% of all dissonances.

Frequency of occurrence was

greatest in the Netherlands group of composers, almost
twice as high as in the English group and more than twice
as high as among the Other composers.

Of the 194- occur

rences, 161 were in works by Netherlanders (Agricola 37»
Isaac 28, Obrecht 27 , Brumel 17). with 21 instances in
English works and twelve in works outside the major
schools.
b.

Common forms.

Five segments containing

semibreve suspensions occurred more than ten times in
the music analyzed; they are shown below.

Fig. 14-7.

Common semibreve suspension forms.

l4-?a

147b

14-7c

l4-?d

l4-?e

Fig.

Number

147a
147b

4-9

Agricola 14-, Isaac 8, Brumel 8, Divitis 5

16

Obrecht 3» Sturton 3» Alwood 3* Richafort 2

147 c

Obrecht 4-, Carlir 3» Isaac 3* La Rue 2

l47d

15
12

I47e

11

Obrecht 3* Agricola 2, Bauldeweyn 2,
La Rue 2, Ockeghem 2

Main composers

Isaac 4-, Richafort 4-, Obrecht 4-

Figs. 147a and l47d, which have the same rhythm, are

18?
augmentations of Figs. 137a and 137f.

Fig. l ^ b is the

augmentation of Fig. 137e* and Fig. 1^7e Is the augmenta
tion of Fig. 137d.

Thus, of the five forms given above,

only Fig. 1^7c is not an augmented form of one of the
most common minim suspension figures.
c*

Unusual forms.

Five melodic segments

were found which included rearticulated semibreve sus
pensions; they are shown below.

Fig. 1^8.

Semibreve rearticulated suspensions.

l48a

1^8b

Isaac I

Richafort 1 Obrecht 1

1^8c

1^8d

l*J-8e

Carver 1

Sutton 1

Fig. l48e is unusual in containing a dotted semi
breve suspension, the longest melodic dissonance noted
in this study (for a dotted minim suspension, see Fig.
139e, page 179).
Three segments were found which included semibreve
suspensions left by leap; they are shown below.

Fig. 1^9.

Semibreve suspensions left by leap,

1^9a

149b

1^9c

Carver 1

I
Sutton 1

I

Prioris 2
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Three segments containing upward resolutions of
semibreve suspensions were founds they are shown below.

Fig. 150.
150a

Semibreve retardations.
150b

150c ..

beebeI j^y-gs
Josquin 1

Sticheler 1 Sturton 1

Fig. 150c stands out even in its own rarefied group
by its ascending leap of a fourth (on this account, it
also belongs with the examples in Fig. 1^9)*
Two

exampleswere found of weak-beat suspensions;

they are

shown as Figs. 151 and 152.

Fig. 151. Forestir:
sures 22 -25.
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As in other weak-beat suspensions already shown, one
is presented in Fig. 151 with the choice between a sus
pension on the third semibreve of the second measure, and
a tied-over anticipations the former seems more apt.
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Figo 152. Weak-beat semibreve suspension.
Carlir,
Missa Sine nomine, Credo, ending of penultimate
section.
.
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The weak-beat suspension shown in Fig. 152 is byno means a similar case to the weak-beat suspensions
(minim and semibreve) shown previously.

In Fig. 152

a metric organization occurs on a higher level than
the breve:

the last two measures are heard as a unit,

and the suspension is heard as being in a stronger
metrical position than the resolution.

The coloration

in the fourth and fifth voices enforces this hemiola
effect (which, however, is a definite exception to
practice elsewhere in this section and throughout the
Mass).

The fact that, in spite of the hemiola, the breve

is still understood as the basic metric unit, is shown by

1 9 0

the otherwise unnecessarily early signature change in the
top voice (a breve before the bottom voices change).
B.

Dissonant preparations.

This dissonance oc

curred in three note valuesi semiminim, minim, and semi
breve .
1.

Semiminim dissonant preparations.

Only eight

of these dissonances occurred in the repertory analyzedt
three by Mouton, two by Willaert, and one each by Baul
deweyn, Coppini, and Sticheler.

All are shown below.

Fig. 153.

Semiminim dissonant preparations.

153a

153b •

153c

153d

153e

Mouton 1

Sticheler 1 Coppini 1
Bauldeweyn 1

svs

TfjfrfffrrttpjS
Mouton 1

Mouton 1

153f

:
11
I
Willaert 2

The suspension in Fig. 153e has already been cited
(Fig. 139d, page 179) as an underprepared suspension; its
unusual nature is now underscored by the fact that the
preparation is itself dissonant.

Fig. 153c is unusual

in being the preparation for a fusa suspension.
2.

Minim dissonant preparations.
a.

Number and distribution.

Of the 205 minim
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dissonant preparations found in the music analyzed, only
six were in English compositions.

Netherlanders used

162 of them, and composers outside the two main schools
used 37•

In frequency of occurrence as a part of the

total number of dissonances, the composers outside the
two major schools ranked highest, 1.20 times greater than
the Netherlanders and 8 .50 times greater than the English.
Among individual composers, Isaac used this dissonance
the highest number of times (forty), followed by Josquin
(28) and Coppini (23).

Twelve composers did not use this

dissonance at all in the music analyzed:

Browne, Kellyk,

Sutton, Ashewell, Lambe, Sturton, Wylkynson, Carver,
Aston, Verdelot, Tinctoris, and Gascongne.
b.

Common forms.

Only three segments contain

ing the minim dissonant preparation occurred more than
ten times in the music analyzed.

All were approached

either by step or from the same pitch; all are shown
below.

Fig. 154.

Common dissonant preparations.

154a

154b

Fig.

154c

Number Main composers

154a

54

Isaac 16, Prioris 6, Agricola 5* Coppini

154b

28

Josquin 12, Brumel 2, Alwood 2, Coppini 2

154c

24

Isaac 8, Prioris 4, Josquin 3» La Rue 2

4
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c.

Uncommon forms.

Several forms were found

ir. which the minim dissonant preparation preceded a
semiminim suspension; in most cases these segments are
elaborations of minim-suspension figures.

Fip:. 155. Minim dissonant preparations to semiminim
suspensions.
155a

155b

155e

155d

155e

Josquin 1

Champion 1 Coppini 1 Bau-ldeweyn 1 Silva 1
(Silva 1)

A few dissonant preparations stand out for some
quite unusual traits:

Fig. 156a

Unusual dissonant preparations.

156a
156b
156c
156d
______ sijs_____ ^ ______________________ sus

^ ■W r f
Alwood 2

Stichelerl Coppini 1

Champion 1

Figs. 156a and 156d are rearticulated suspensions
dissonantly prepared, and Fig. 156c and 156d have dis
sonant preparations preceded by rests.

Fig. 156b is

unusual 5n that the figure begins as a dissonant prepa
ration tut becomes consonant at the point where the sus
pension is expected.

This figure could also legitimately
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be cal]ed an anticipation in the manner of Figs. lC8f,
108g, and 108h (page 150); however, the melodic segment
is such a common dissonant preparation-suspension figure
that the dissonant preparation was considered the better
designation in this case.
3.

Semibreve dissonant preparations.

Only four

of these dissonances occurred in the music examined,
three by La Rue and one by Coppini (see below),

Fip;. 157.

Semibreve dissonant preparations.

137a

157 b...... 157c

Coppini 1

La Rue 2

C.

La Rue 1

The Six/Five Sonority.

The fifth and sixth

sounding simultaneously above the bass occurred some
213 times in the music analyzed for this study.

Among

these instances a distinction has been drawn between the
"regular" form (weak-beat preparation of the fifth as a
consonance; strong-beat entrance of the sixth against
it; weak-beat resolution, with the fifth descending to
form a third above a rising bass-line) and the others.
1.

The "regular" form.

No two ^ sonorities

were exactly alike in the music analyzed, except for a
few instances of passages within a single piece which
were repeated note for note.

Nonetheless, 7^ instances

of the "regular" ^ sonority were founds 65 of them in the
Netherlands school, four in the English school, and five
among composers outside the two main schools.

The ratio

of occurrences to total numbers of dissonances within
£
each school shows that the frequency of regular ^ sonori
ties was slightly over four times as great among the Neth
erlanders as among the English composers, and aHmost
exactly twice as great among the Netherlanders as among
the Others.

Among individual composers, Josquin used

seventeen regular ^ sonorities in the music analyzed;
Bauldeweyn, Champion, and Fevin used five each; and Mouton and Brumel used four each.
Of the regular ^ sonorities, k2 instances were
approached by step from below in the bass; a typical
example is shown in Fig. 158, page 195.

Of the ^2 in

stances, 36 were found in works by Netherlanders (Jos
quin nine; Brumel four; Fevin, Carlir, Bauldeweyn,
Divitis, and Senfl three each), and three each in the
English school and in compositions from outside the
two main schools.
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Fig. 158. Regular six/five, bass, approached by step
from below. Bauldeweyn, Q.uam pulchra es. Pars II,
measure 3 8 .
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Nine more instances were found in which the same
approach to the bass was used, but the resolution note
was either anticipated or preceded by an interpolated
pitch.

All of these instances were from Netherlanders’

works (Josquin six, Tinctoris two, Champion one).
Fig. 159. Regular 6/5, ornamented; bass approached by
'
step from below. Tinctoris, Lamentations, bars 10-11.
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In seven cases (cf which two contained ornamented
resolutions) the bass of the ^ was approached by leap
from below;

two

are shown in Figs. 160 and 161.

Fig. 160. Regular 6/5,- bass, approached from below by
leap. Bruck, Fortltudo Del regnantls. bar 60.
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Fig. 161. Regular 6/5» bass approached from below by
leap, ornamented resolution. Ockeghem, Mlssa_MlM 1 . Gloria, section 2, measures 137-139*
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Six instances were found in which the bass remained
stationary until the resolution of the

at which time
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it moved up by step.

All six of the occurrences were in

works by Netherlanders, four of them by Mouton.

One of

these is shown below.

Fig. 162. Regular 6/5, bass stationary until resolu
tion, .at which time it ascends. Mouton, Verbum
bonum et suave. Pars II, measure 198.
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One Instance was observed in which the bass was sta
tionary, then descended; its resolution is succeeded by
another
198).

more normal in treatment (see Fig. 163, page
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Fig. 163. Regular 6/5, bass stationary until .resolution,
at which time it descends.
Champion, Mlssa De
beata Vlrglne, Kyrie II, measure 79.
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Seven Instances were found in which the bass was
approached by leap from above; three of these were orna
mented.

Composers represented are Josquin (two instances),

Obrecht, Richafort, Bauldeweyn, Fevin, and Finck.

An

example is shown in Fig. 16^, page 199*
It can be seen that, while the examples shown in the
preceding discussion all meet the criteria for the regu
lar y

great variety of treatment can be observed.

Naturally, to the composers involved, the forms shown
above were not felt to be "regular,” at least to judge
by the fact that they account for barely one-third of
all the ^ sonorities catalogued.
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FIg. 164. Regular 6/5, bass, .approached from above byleap. Obrecht, Salve Regina. Pars II, measure 146.
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2.

Irregular forms.

Some l4l Irregular ^ sono

rities were found in the music analyzed!
Netherlanders,
the Others.

36

88 in works by

among English works, and 17 in works by

6

In frequency of occurrence, this type of ^

occurred almost exactly 1.60 times as often in the Eng
lish school as among the Netherlanders or the Others.
More of these dissonances were noted in five or more
parts (77) than in four or fewer (64), perhaps partly due
to the fact that in so many parts one is much more likely
to find doubling problems or extra notes.

(It is, none

theless, of interest to note that the "regular" ^ occurred
more often in normal texture*

48 instances were found in

four or fewer parts, 26 in five or more.)

Among indivi

dual composers, the highest number of irregular examples
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occurred In works of Josquin (fourteen, all in five or
more parts), Mouton (eleven, of which nine were in five
or more parts), Alwood (ten, all in five or more parts),
Sutton (nine, of which eight were in five or more parts),
Bauldeweyn and Agricola (eight each, all in four or
fewer parts), and Obrecht (eight, of which five were in
four or fewer parts).

£
The irregular ^ occurred in several fairly common
forms; again, however, no two examples were exactly alike
except for repetitions of passages within a piece.

Most

common was the ^ with rhythmic orientation as in the "re
gular”

the fifth enters first or is already present,

and the sixth enters against it on a strong beat (see
Figs. 165 and 166, beginning on page 201).

Deviations

from "regular" practice occur in various ways.^

This

general configuration was found 4l times in the music
analyzed; 26 times among the Netherlanders (Mouton 6,
Forestlr 4), eleven times in the English group (Alwood
5), and four times in the works from outside the two main
schools (Coppini 3* Flnck 1).

Of these occurrences,

twenty were in four or fewer parts, 21 in five parts or
more..........
■^No concise or normative description of the proce
dure can be given. By definition, all 6/5 sonorities
discussed in this section are irregulars while some common
features can be found, no common procedure obtains in res
pect to rhythmic orientation or manner of resolution (if
any). Either the sixth or the fifth may resolve, or both,
or neither.

201

Fig. 165. Irregular 6/51 5th in,. 6th enters on strong
beat. Isaac, Angell. Archangell. Pars I, bar 3 8.
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In Fig. 165 the fifth Is In the second voice, enter
ing on the second beat.

The sixth enters (approached by

leap) on the third beat (voice five).

The bass then re

solves up a fourth (by way of two fusae), while the upper
voices involved resolve downward to join the bass in a
three-voice unison-octave F.
In Fig. 166 (page 202), again the fifth enters first
(voice three, beat two), and the sixth enters against it
(voice two, beat three).

The resolution, as expected, is

on beat four; however, the bass remains stationary while
both the sixth and the fifth descend to consonances above
it.
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Fig. 166. Irregular 6/5* 5th In, 6th enters, strong
beat (another case). Obrecht, Salve Regina. Pars
I I , measure 207.
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Another common type of ^ sonority was that In which
the sixth enters first or is already present, and the
fifth enters on a weak beat.

This happened twenty times

In the repertoire analyzed, fourteen times among the Ne
therlanders (Richafort and Agricola three times each,
Isaac two), and three times each in the English school
and In the Others.

This type may be subdivided further,

into those sonorities whose fifth is approached by step,
those approached by leap, and those occurring over a
stationary bassj these subtypes have ten, eight, and
two examples, respectively.

Of all twenty ^ sonorities

discussed in this paragraph, thirteen occurred in four
or fewer parts.

For examples of the subtypes named,

see Figs. 167, 168, and 169, beginning on page 203.
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Fig. 167. Irregular 6/5* 6th In, 5,th enters on weak heat,
approached by step. Prioris, Magnificat VII tonl,
verse 6, measure 80.
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In Fig. 16 7 » the fifth of the ^ sonority acts as the
preparation for a 4-3 suspension on beat threej in its
dissonance on beat two, it resembles the dissonant-preparatlon (though It is still consonant with the bass).
In Fig. 168 (page 204), the ^ sonority occurs on beat
two of the only full measure quoted.

The sixth enters on

beat one of the measure (voice two), and the fifth enters
in voice three on beat two, approached by leap from
below.

In this case it appears that voice three is out

lining the third and fifth above the bass, unmindful of
the presence of the sixth above it; that sixth moves to
a unison with the fifth over a stationary bass.
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Fig. 168. Irregular 6/51 6th in, 5th enters on weak
beat, approached by leap} stationary bass, Sturton,
Gaude Virgo Mater Christi, section 1*, breves 107-108.
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In Fig. 169 (below) the ^ sonority resolves to a
strikingly modern cadential ^ sonority.

Fig. 169. Irregular 6/5» 6th in, 5th enters on weak
beat, stepwise approach, over stationary bass.
Agricola, Mlssa Prlml Toni. Cruelflxus, bars 53-5^•
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Another type of irregular ^ found fairly frequently
is that in which two or more of the essential members of
the sonority (bass, fifth, and sixth) are reached simul
taneously,

This occurred 26 times in the literature ana-

lyzedj thirteen times with the fifth and sixth entering
simultaneously over a held bass note, six times with the
fifth and bass entering simultaneously against a station
ary sixth, four times with all three members entering
simultaneously, and three times with the sixth and bass
entering simultaneously against a stationary fifth.

Of

the 26 occurrences, fourteen were in four or fewer parts.
Ten of the 26 examples were in English music, including
all four occurrences in which all members were reached
simultaneously.

Of the remaining sixteen cases, twelve

were by Netherlanders, four from outside the main schools.
For examples, see Figs. 170 through 173*

Fig. 170. Irregular 6/5* fifth and sixth enter simultan
eously over held bass. Ockeghem, Mlssa Ml-Ml. Christe eleison, measures 27-2 9 .

20 6

Fig. 171.
6th.
2 .________ 1

Irregular 6/5, 5 th and bass enter against
Mcuton, Benedlcani Domlnum, measure 29.
sus

v c,

£

&

Fig. 171 resembles Fig. 167 (page 203) In showing a
^ sonority preparing a ty-3 suspension.

In this case, how

ever, the fifth and bass are reached simultaneously.
Fig. 172 (page 207) shows a case In which all three
essential members of the ^ are reached at the same time.
The greater freedom often found In English music Is in
evidence again herei in addition to the ^ on the third
minim, there is an accented semiminim passing tone in the
top voice, immediately following a pair of fusae.

Fur

ther, the sonority on the second half of the minim is (in
spite of its passing nature against the held G's in
voices four and five) another
It cannot, of course,
£
be tabulated as a ^ for purposes of this study, since its
members (except for the D) are passing dissonances.

2 0 7

Fig. 172. Irregular 6/51 bass, 5th, and 6th enter simul
taneously. Aston, Mlssa Vldete manus meas. Credo,
Amen, measure 3»
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Fig. 173. Irregular 6/5* 6th and bass enter against 5th.
Alwood, Mlssa Praise Him praiseworthy. Gloria, second
section, breves 9-10.
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In Fig. 173 (page 207), the bass and sixth enter
simultaneously on the fourth beat of the first measure
quoted.

Both the sixth and the bass resolve, the bass

ascending a third.
In nineteen instances of irregular ^ sonorities,
the sixth entered first, and the fifth entered on a
strong beat.
parts.

Of these, eight occurred in four or fewer

Fourteen occurrences were noted in Netherlanders*

works, four in English compositions, and one (by Sticheler) in compositions from outside the main schools.
Josquin had the highest number of instances (six, all
in abnormal texture); Bauldeweyn and Aston wrote two each.
An example is shown below.

Fig. 174. Irregular 6/5* 6th in, 5th enters on strong
beat. Obrecht, Salve Regina, Pars II, measures
144-145.
,
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Another type of irregular ^ noted in the litera
ture is that in which the fifth is present or enters
first, and the sixth enters on a weak beat.

This was

noted thirteen times, of which ten were in five or more
parts.

Eight of the occurrences were in works by Nether

landers, three in English compositions, and two in works
from outside the major schools.

Isaac, Obrecht, and

Mouton used this configuration twice each, always in
abnormal texture.

An example is shown below.

Fig. 175. Irregular 6/5» 5th in, 6th enters on weak
beat. Obrecht, Salve Regina, Pars I, bars ^7-^8,
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Eleven irregluar ^ sonorities were found in which
the fifth was already present, and the sixth entered as
the resolution of a 7-6 suspension.

Josquin wrote five

examples of this type in the music analyzed, Silva and
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Brumel two each, Bauldeweyn and Festa one each.

Festa's

and all of Josquin*s were In more than four parts.

An

example is shown below.

Fig. 176. Irregular 6/5» 5th in, 6th enters as resolu
tion of 7-6 suspension. Josquin, Venl Sancte Splritus, Pars I, measure 8 (recurs as Measure ^5).
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Two instances were found in which the fifth became
a 5-^ suspension figure as the sixth entered* these were
by Josquin and Bauldeweyn.
as Fig. 177 (page 211).

The Josquin example is shown

In it the fifth (voice four)

resolves down to an anticipation before a dissonant preparation-suspension figure below which the bass remains
stationary.
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Fig. 177. Irregular 6/5» 5th becomes 5-^ suspension as
"6th enters; stationary bass. Josquin, Ave nob!11sslma creatura, Pars I, measures 32-33*
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In two instances of Irregular ^ sonorities, each of

£
which contained two ^ examples, the sixth was present,
the fifth entered against it on a weak beat and remained
as the sixth over a change of bass as a new fifth entered.
Both of these instances were found in works by Sturton;
one of them is shown in Fig. 178» page 212.

As was noted

in the case of Fig. 168 (page 20^; commentary, page 203),
in the first ^ sonority of Fig. 178, the third voice is
apparently merely outlining the third and fifth above the
bass, without regard for the sixth in the top voice.

The

unorthodox treatment continues as the second ^ is re
solved by means of motion from a second to a unison be
tween voices two and three.

212
Fig. 178. Irregular 6/5* two 6/5 sonorities over change
of bass. Sturton, Gaude Virgo Mater Christ!. mea
sures 102-103,
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In one irregular ^ sonority, the sixth was present,
the fifth entered as an anticipation, then was rearticu
lated as the bass moved (see below).

Fig. 179. Irregular 6/5: 6th present, 5th enters as
anticipation and remains as bass moves.
Fevin,
Mlssa De Ferla. Agnus Dei III, measure 14.
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One final example of the irregular ^ remains (Fig.
180, page 213): the fifth enters first; the sixth enters
as an accented passing tone, then re-enters as a "chord
tone" in the ^ sonority.
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Fig. 160, Irregular 6/5» 5th in, 6th enters as accented
passing tone, then as "chord tone." Agricola, Mlssa
Prlmi tonl. Credo, measures 6-7.
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III.

Harmonic Dissonances.

A.

Without problems of musica flcta.

Under this

heading are treated the six/four sonority and miscella
neous sonorities, 3n that order.
1.

The 6/4 sonority.^

Thirty-six examples of

this sonority were found in the music analyzed: 28 in
four parts or fewer, eight in five parts or more.

Of

the 36, nineteen were found in works of Netherlanders
(Agricola 7, Josquin 5)t fourteen in English works (Aston
four; Carver, Sturton, and Lambe two each), and three in
works from outside the two major schools (Coppini two,

■^For a comprehensive. treatment of-this topic, see
Glen Haydon, The Evolution of the Six-Four Chord (Univ.
of California Press/ 1933*)
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Bruek one).

Comparison of these figures with the total

number of dissonances within each group of composers shows
that English composers used the ^ sonority about three
times as often as the Netherlanders or the Other compos
ers^; however, figures based on so few instances can
hardly be considered more than mildly indicative.
Of the

36

^ sonorities found, twenty occurred on

accented beats, eight on unaccented beats, four on off
beats, and three on beats two or three of quick triple
time.

The entry of the fourth above the bass was very

frequently coincident with the sonority itself, so that
statistics for that factor are fairly similar to those
given above 1 fifteen entries of the fourth were observed
on strong beats; nine on unaccented beats; four after
strong beats, all resembling the portamento figure; and
two on beats two or three in quick triple time.

In addi

tion, on four occasions the fourth was held over from
preceding breves and could almost have been considered a
pedal except that for most of its duration it was conso
nant (i.e., it was bass motion which created the ^ sono
rity).
The ^ sonorities found in the music analyzed were
disposed in fourteen different ways.

Most common (eleven

English, 14 of 3756, .37#; Netherlanders, 19 of
14,521, .13%\ Others, 3 of 2734, .11#.
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Instances) was that in which the fourth was approached
over a static bass; of these, three appeared in works
by Netherlanders, four in English compositions, and four
in the music of Coppini,

An example is shown below.

Fig. 181. 6/k chords, fourth approached over static
bass,
Coppini, Hodie nobis caelorum R e x , Pars II,
measures 116-117,
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Five examples were found in which the bass leaped
to a position a fourth below another voice; one each of
these was found in the works of Verdelot, Browne, Car
ver, La Rue, and Ockeghem.
Fig, 182, page 216.

One of these is shown in

Fig. 182. 6/b sonority* bass leaps to a fourth below
an upper voice (in this case, the tenor). Verdelot,
Saneta Marla, vlrgo vlrglnum, measures 50-51.

ftr

—

-

_

-----

"0 ft—

i __ J

--

|y
nPrtoH -rr—

t
In two instances, the true bass of the sonority enters after a rest; before that entrance, a ^ chord is
present.

This disposition was found once each in the

music of Josquin and Isaac analyzed for this study.

An

example is shown below.

Fig. 183. 6/k sonority* bass enters after rest.
Christus surrexit mala nostra, measure 13.

Isaac,

2 1 7

6
In four instances, the ^ sonority was a passing
chord between two more normally disposed sonorities.
This usage can also be observed in much music of the
"common-practice" period (ca. I7OO-I9OO), though in
the early Renaissance its occurrence is seldom enough
to be classed as happenstance rather than habit; the
four examples appeared in music by Josquin (2), Bruck,
and Sutton.

The example shown below also shows one of

two instances (both by Josquin) in which a ^ sonority
is formed by an anticipation (dissonant portamento).

Fig. 184. 6/k sonorities* passing (first measure) and
anticipatory (second measure). Josquin, Venl
Sancte Splrltus, Pars II, bar 79 (also in 97)•
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Other usages of the ^ sonority which came into
prominence in later periods are the "cadential" ^ and
the "neighboring"

The only instance of the former

was found in Agricola's music and has been quoted in
£
Fig. 169, page 204. The neighboring ^ occurred twice,
once each in the music of Aston and Agricola; an example
is shown below.

Fig. 185. Neighboring 6/4 chord. Aston, Mlssa Vldete
manus meas, Gloria, Domine Deus, breves 10-11.
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In Fig. 186, page 219, is shown one of two instances
found in which the bass momentarily drops out, leaving a
^ chord in the upper voices.

This type of ^ was found

once each in music of Agricola and Carver.
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FI r . 186. 6/4 sonority* bass drops out, leaving 6/4
chord. Agricola, Magnlfloat I tonl (short version),
verse xii, Sicut erat, bars 11-12.
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One type of ^ is formed when the fourth is approached
by step and resolved by leap (two instances in Agricola's
music, of which one is shown in Fig. 14, page 26).

Anoth

er is formed when the bass is held over as the fourth is
reached (single instances in Agricola and Josquin, of
which one is shown in Fig. 187, page 220).
In Fig. I87 the ^ sonority is arrived at by way of
some fairly unusual syncopation* there are two consecu
tive syncopated minims after a dotted minim, describing
descending triadic motion.
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Fig. 187. 6/4 sonority 1 "bass held over as fourth Is
reached. Agrlcola, Mlssa Je ne demande. Kyrle I,
measure 1 9 •
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In two ^ sonorities (one each by Sturton and 0brecht), the fourth was stationary, and the bass moved
to and from a position a fourth below It (see below).

Fig. 188. 6/4 sonority* 4th stationary, bass moves.
Sturton, Gaude Virgo Mater Chrlstl. breve 71.
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Four final cases, each of which occurred once
in the music analyzed, are shown in Figs. I89-I9 2 , begin
ning on page 221.

Fig. 189. 6/4 sonorltyi after a rest, bass enters a 4th
below tenor. Alwood, Mlssa Praise Him praiseworthy.
Gloria, second section, breve 7.
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Fig. 190. 6/4 sonority, 4th acts as suspension over
change of bass. Aston, Mlssa Vldete manus meas.
Gloria, Qui tollis, breves 3°~31»
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Fig. 191. 6/4 sonority, appogglatura type. Aston,
Mlssa Vldete manus meas. Gloria, Qul tollls,
breves 36-3?•

T
Fig. 192. 6/4 sonority, 4th approached In parallel mo
tion (bass and tenor). La Rue, Mlssa Ave sanctlsslma Marla. Credo, Conflteor, measure 17.
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2.

Miscellaneous sonorities.

These are sonorities

which cannot be explained in terms of melodic dissonances
and which do not belong to any of the harmonic categories
so far discussed.

Only four such sonorities were found 1
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all were (to borrow modern terminology) seventh chords,
k
two In root position and two In second inversion
posi
tion).

They are shown in Figs. 193 through 196.

Fig. 193. Miscellaneous sonority (root-position seventh
chord). Mouton, Verbum bonum et suave. Pars II,
measures 206-210,
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In Fig. 193i in spite of the imitation, all voices
are written out, and strict canon is not employed.

The

D in the sixth voice in the fourth measure quoted may be
intended as a semibreve rather than as a breve syncopated

22k
across the beginning of the new ternary perfection; how
ever, the other voices having this motive all end it with
a syncopated breve.

Fig. 19^. Miscellaneous sonority (seventh chord in se
cond inversion). Kellyk, Gaude flore virginall.
measure 113.
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Both in Fig. 19^ and in Fig. 195 (page 225), it is
possible that the G approached from the D (bottom voice
in Fig. 19^, fifth voice in Fig. 195) is meant to be an
F.

This emendation would render each sonority a dimin

ished

triad.

However, the presence of two such similar

progressions within twenty bars makes a scribal error
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appear less likely.

Fig. 195. Miscellaneous sonority (seventh chord, second
Inversion, another case). Kellyk, Gaude flore vlrglnall. measures 132-133.
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In Fig. 196 (page 226), a scribal error is also pos
sible 1 In the second voice, the dot for the breve could
have been meant as a semibreve rest.

However, the dot is

quite clear and unmistakable In the manuscript, and it is
above the line on which the breve is placed.

The dotted

breve thus appears intentional, at least on the part of
the scribe.
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Fig. 196. Miscellaneous sonority (seventh chord., root
position, incomplete). Sticheler, Mlssa Se j'avove
pourpoln de velour. Christe eleison, measures 30-31.
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B.

Dissonances related to muslca flcta.

Under this

heading are discussed, in order, harmonic tritones, dimi
nished sonorities, augmented triads, and. simultaneous
cross-relations.

Before proceeding to the dissonances

themselves, however, a summary of the rules and problems
of muslca flcta is in order.
Muslca flcta ("feigned music") is the term used for
any alteration in pitch made to conform to certain rules
given below.

It is also used to refer to pitches outside

the Guldonian gamut, whether notated or n o t .1

A note

M u s l c a recta, which comprises the normal gamut of
permissible pitches, includes both B-natural and B-flat.
The gamut once transposed includes B-flat and both Enatural and E-flat; the gamut twice transposed includes
B-flat, E-flat, and both A-natural and A-flat as recta
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with a sharp or (in some cases) a flat in front of it
is considered muslca ficta even though the sign is pre
sent and the performer need not supply it through appli
cation of rules.

An interesting case of muslca flcta is

found in the use of f"-flat in the signature of such
pieces as Isaac's Angell. archangell (6V).1

In this

case the flat means that the f" so signed (called "fa
fictum") is beyond the compass of the Guidonian Hand,
which stops at e " .

The f" (which, naturally, is not

meant to be lowered) is considered muslca flcta.
More Important and problematic than notated acci
dentals are those which are to be supplied by the per
former.

A generalized summary of the practice in this

regard at the close of the fifteenth century followsi
(1) In direct melodic leaps of a fourth
or fifth, or melodically outlined fourths and
(except in certain contexts) fifths, the in
tervals should be perfect.2
(2) Except in certain contexts, "Una nota
supra la semper est canendum fa" (one note beyond

pitches. See Andrew Hughes, Manuscript Accidentalst
Flcta in Focus 13*10-1450 (AIM, Musicological Studies
and Documents, 27), pp. 48ff.
transcribed by the writer from Chigi CVIII,23^
and Florence, R. Bibl. Naz. Centr. II.I.232.
p
Hughes (Manuscript Accidentals, p. 85) states,
"Almost no evidence of the period (1350-1^50) supports
the conventional modern claim that melodic tritones
were prohibited in early music. . . . The usual theo
retical reference is to the vertical interval."
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la should be sung as fa)— that Is, when the mel
ody proceeds upward only a single step from la,
that step should be a semitone.1
(3)
Except In certain contexts, harmonic
intervals of the fourth, fifth, and octave should
be perfect.
(^) (a) When the two voices of a third pro
ceed stepwise outward to a fifth, or the two
voices of a sixth stepwise outward to an octave,
the imperfect interval (that is, the third or
sixth) should be major. Similarly, when the two
voices of a third proceed inward to a unison,
the third should be minor.
(b) Especially in suspension-cadences,
the sixth immediately preceding the octave should
be major.
(5) If the final harmony of a piece contains
a third, it should be major.
(6) Some theorists also say that in certain
circumstances the middle note of each of the
following melodic groups should be raised a
semitone* a-g-a, d-c-d, g-f-g.
There is no general agreement on the order
of priority in the application of these rules in
cases where two or more of them would conflict.^
Two basic reasons are given for the application of
muslca flcta*

necessity (causa necessitatis) and beauty

(causa pulchrltudlnls).

The first of these accounts for

the rules concerning perfect consonances* flats are to
be added (in most cases) where necessary to make fourths,
fifths, and octaves perfect.

Theoretically such alter-

Hughes (Ibid., p. 6 3 ) says that this "unfortunate
ditty . . . is not documentable from medieval sources.
. . . The earliest version I know . . . is in Praetorius' Syntagma Musicum III (1619), p. 31* unlca notula
ascendente super la. semper canendum esse fa."
2
Arthur Mendel, statement prepared for the Josquin
Festival-Conference at New York, June, 1971*
^Pietro Aaron, however, allows diminished fifths
"when necessary" (see Ed Peter Bergquist, The Theoretical
Writings of Pietro Aaron. Ph.D. diss., Columbia Unlver-
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ations are mandatory--hence the name causa necessitatis.
Changes for the sake of beauty are discretionary, but
most theorists imply that such changes are to be expected
in most cases
The rule Una nota supra la semper est canendum fa is
among those concerned with causa necessitatis.

Ornitho-

parchus treats it as follows:
The Seventh (rule), Whensoever a Song ascends
from D sol re to A la ml re by a fift ^sic7, medi
ately or Immediately, and further onely to a second,
you must sing fa in b fa fejml till the song do
againe touch D sol r e . whether it be marked or no„
But this Rule failes, when a song doth not straightwayes fall to F fa u t . as in the Hymne, Ave marls
stella. you may see.^
sity, 1964, p. 386). In Compendlolo dl molto dubbl (ca.
1550), Aaron writes,
La quinta Regola e, che il Cor.trapunto non patisce il mi contra al fa, ne 11 fa, contro del mi,
se non e di necessita.
The fifth rule is that counterpoint does not
tolerate mi against fa or fa against mi, if it is
not necessary.
(Compendlolo. II, 66, translated by
Bergquist, pp, 384-385). Aarcn does not specify
when mi, against fa. might become necessary.
^See Tinctoris, Counterpoint. p. 131 (quoted below,
page 2 43), Gaffurius, Practlca, III, 13; and Aaron,
Instltutlone Harmonica III. 4o.
"A sign may Indicate the
raised tone, but even in its absence, when the configu
ration of the cadence allows it the tone should be
raised." Bergquist, Aaron, p. 411.
2
Andreas Ornlthoparcus his Micrologus. translated
by John Dowland, I6O9 , p. 2 5 . Aaron also quotes this
rule (Luoldario I. 8) and, like Ornithoparchus, indi
cates that it is not universally applicable. He says
that an ascent D-A-B is sung with E-natural "not once
but one hundred times." See Bergquist, Aaron, p. 407.

2 3 0

Within the province of causa pulchrltudinis are the
rules concerning cadences.1

The application of the prin

ciple of subsemltonlum modi (leading tone of the mode)
derives from this set of rules.

The leading tone is al

ready present in some modes, but in^the untransposed ones
on D and G (as well as the one without signature on A, as
yet only a transposition of the one on E), the leading
tone had to be supplied by the application of the rules

2

of muslca flcta.

Thus, cadences on G, D, and A are to

be preceded in most cases by F#, C#, and G# respectively.
The mode on E is a special case, for if a subsemitone
(D#) were supplied in cadences, an augmented sixth or
diminished third would result from its use against the
F-natural which is the second degree of the mode.
Naturally, cadences occur on degrees other than
the final in most polyphonic works, even as they do in
the chant repertoire.

If subsemitones are required for

cadences on degrees other than the final, increased use
of chromatic tones results.

The relationship of chro

maticism and muslca flcta to modal theory and practice

Subsemltonlum modi is not necessarily limited to
cadences; see Mendel's 'statement, part 6, page 228.
2
Transposed modes may require B-natural, E-natural,
or even A-natural as leading tones, to be supplied ac
cording to the rules of muslca flcta in opposition to
a signature of one, two, or three flats.
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can vary from "temporary coloration of a mode to the com
plete transformation of one mode to another or to a scale
pattern that lies outside the traditional modal system."1
Arthur Mendel (see p. 228 above) refers to the prob
lem of resolving conflicts between these rules.

In many

cases such resolution is fairly easy, but others present
considerable difficulty, as is shown by the many attempts
(none yet successful) to arrive at a comprehensive and
trustworthy system for the application of muslca flcta.
The problem is compounded by chronological and geographi
cal variation, as well as by the gap which almost cer
tainly existed between theory and practice, not to men
tion the gap which always exists between composers' in
tentions and performers' realizations.
Modern musicologists are not in agreement on many
aspects of muslca ficta, and some of the debate on this
subject has borne a faint tinge of acrimony.

Two main

schools of thought are discernible, with some prominent
musicologists advocating each; some few seem to prefer
a middle ground.

One position is that of restraint*

to add only those accidentals which are obviously neces
sary, and thus preserve as much as possible the modal
flavor of the original notation.

This position has been

held by Willi Apel, Dragan Plamenac, Ludwig Pinscher,

bergquist, Aaron, p. 39°•
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Albert Smljers,

and others.

Apel states,

. . . the generosity with which editorial acci
dentals have been inserted in most modern editions
of early music far exceeds what can be supported and
justified by scholarly evidence. Preferences created
by the harmonic idiom of nineteenth century class
ical music have been allowed to play much too great
a role in this matter, and a few generalities taken
from theoretical writings have been adopted as the
answer to a question which actually calls for sepa
rate and detailed investigations in every period,
perhaps in every single document.
. . . there is ample evidence pointing to the
fact that the Ars Nova (Machaut) and the Burgundian
school (Dufay, Binchois) made considerably greater
use of chromatic tones than the early Flemish mas
ters (Ockeghem, Obrecht) who obviously inaugurated
a new vogue of modal diatonicism.2
(in discussing subsemitones in a Kyrie by La
Rue) Even among the more 'reserved' scholars and
editors the inclination toward the subsemltonlum is
so common that it may seem to be almost dangerous
to raise a voice of doubt . . . Summing up all the
evidence available, a very cautious use of sharped
sevenths would seem to be most proper for music
prior to 1550*3
Plamenac, in the Ockeghem Collected Works, merely states
that restraint is used in order not to vitiate the modal
character of the lines.

Smljers is cited by Edward Low-

insky^ as having gone through two definite stages in his

^Willi Apel, The Notation of Polyphonic Music 9001600 (5th ed.) (Cambridge, Mass., 1953/» P. lb,
2Ibld.. p. 106.
3Ibld.. p. 120.

Il

Johannes Ockeghem, Collected Works, ed. by Dragan
Plamenac (n.p., 1959)» Vol. I, p. x l .
^Edward Lowinsky (editor and recorder), "Problems
in Editing the Music of Josquin des Prezi A Critique

Ll
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application of musica ficta in the Josquin Werkens a
"good" stage in which the accidentals were lavishlyapplied, and a subsequent "bad" stage in which he was
much more sparing with them.

The latter stage in the

Werken was followed (according to Lowlnsky) by a "worse"
stage under the editorship of Willem Elders and Myroslaw Antonowycz, in which editorial accidentals were
held to the absolute minimum possible or were omitted
entirely.
Parts of an exchange between Lowinsky and Ludwig
Finscher (following Lowinsky's analysis of the 'per
iodization' of Smijers' editorial practice) are in
structive in showing Finscher's "conservative" viewpoint!
FINSCHER*
. . . I see the danger that we
might arrive at this same U n t e n a b l e / position
by opposite means /than withholding needed acci
dentals/ if we use muslca flcta extensively,
that is, beyond the very few cadential situa
tions for which we know with certainty that
muslca flcta must be applied. , , . Perhaps a
more fundamental point is raised by a piece
like 'Absalon fill mi.' It is, without doubt,
an exceptional work, an experimental work. I
think it is very interesting that all accidentals
are noted, apart from a very few accidentals
which need to be added in cadences according
to the rules of muslca flcta.35
If an experiof the First Edition and Proposals for the Second Edi
tion," recorded and paraphrased remarks of various musi
cologists, printed in Josquin des Prez. Proceedings of
the International Josquin Festlval-Conference, London,
1976, p. 7W .
(Lowinsky's footnote) More needs to be added to
the great modulation that crowns the ending of 'Absalon
fill mi' than a few cadential accidentals. I mention
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mental composition like this was notated with such
great care, it probably means that the normal use
of muslca flcta was confined to certain cadential
formulas; hence it was necessary to note everything
else that went beyond this region of comparatively
simple and clear formulas. If that is the case,
it means that we must restrict ourselves to this
very limited region of cadential muslca flcta and
not try to go beyond lt.i
Edward Lowinsky is in the forefront of those who
hold the view that accidentals were applied in the fif
teenth and sixteenth centuries far oftener than is now
indicated even in those modern editions which are quite
generous with accidentals.

Lowinsky's discovery of a

"secret chromatic art" in the Netherlands motet of mid2
century is by now well known and widely, if not univer
sally, accepted.

At the very least it seems generally

accepted that Lowinsky has demonstrated that the rules
concerning perfect Intervals have significance far
beyond the question of diminished and augmented triads
in isolated contexts.

The "secret chromatic art" is a

phenomenon of the mid-sixteenth century and thus does
not concern the repertory discussed in this study.

the Gb in the tenor of measure 68 and the flats before
A and C in measures 69 to 71 in superius and tenor.
For Howard Brown's testimony that the lute transcription
of the work by Sebastian Ochsenkun has the same acciden
tals as those I added, see his paper, above, p. 520
(Ibid., p. 7^9).
1Ibid.
2
Edward Lowinsky» Secret Chromatic Art in the Neth
erlands Motet. 19^6; "Secret Chromatic Art Re-Examined" in
Ferspe'ctives in Muslco-Logy ixvVz). p p . 9l- n 5 .
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However, occasional passages possibly or probably call
ing for many flats and for brief "modulations" well
down the circle of fifths have been pointed out in
this period by Lowinsky and others, and at least two
passages in the music analyzed for this study may be
added to that number.

Both are shown and discussed

below and on following pages.

Fig. 197. Possible "modulation" to flat areas. Isaac,
Q.uo in coaeva (verse 10 from Prosa for Offlcium in
Dedicatione S. Michael! Archangeli), final sec
tion.
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In Fig. 197 the only signed accidental is the
A-flat in the second measure.

If the music is taken

as it stands (without other alterations), a diminished
triad is heard under the A-flat.

By the rules of ml

contra fa the D in the bass should be D-flat; by the
rules of vertical consonance the second-beat D in the
alto must also be flatted.

This leads to a diminished

2 3 6

triad on the third beat.

By itself, the diminished

triad would not be too much to swallow; but the alto
leaps up to G, which is a tritone from D-flat; any singer
would correct to G-flat.

Against the G-flat thus arrived

at falls a C, which must be flatted (ml contra fa).
Having gone thus far, the singers would hardly cavil at
the F-flat required (ml contra f a ) in measure 3, and a
perfectly normal cadence in C-flat major is reached at
bar
Of course, a cadence in C-flat is anything but
normal, especially as the final cadence in a piece.
Once having accepted the application of ml contra fa
as germane, however, the result is inescapable.

Isaac

apparently indicates the relevance of ml contra fa by
notating the A-flat in measure 2, which is a recta
pitch with a two-flat signature and which would more
than likely have been supplied in the previous measure
in the tenor (where the rule also applies).

The A-flat

is thus really an unnecessary sign and may serve to in
dicate that the A-flat is only the first step in a
whole series of fifth-related flcta pitches.
It is also possible to perform the passage without
added accidentals, with diminished triads in the first
two measures.

The awkwardness of the sound and disre

gard of muslca flcta rules must be weighed against the
obvious anomaly of ending a piece in C-flat.
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Fig. 198, Modulation to flat areas in Johannes Sticheler, Mlssa Se .1*avoye pourpoln de velour. Osanna.
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In Fig. 198 the Important point is the first note of
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measure 7 in the second voice» if read as an E-natural,
it constitutes a tritone descent from the B-flat of the
previous measure; if read as an E-flat, it demands an
A-flat below it in the fifth voice and after it in its
own voice, and a D-flat in the bottom voice to make a
perfect fifth on the second beat.

The G Minor sonority

in measure 10 is the return from chromatic to diatonic
harmony.
An alternate solution is possible; follow the C-minor
sonority at the end of measure 6 with an A-minor firstinversion chord at measure 7* and omit all later acciden
tals except the E-flats at the beginning of measure 8,
This solution sounds more contrived and labored than the
solution shown in Fig. 198, in part because of the suc
cessive cross-relations involved (E-flat and E-natural).
The solution shown in Fig. 198 is therefore preferred.
Independently of any considerations of the "secret
chromatic art," Lowinsky's position on muslca flcta as
sumes great importance both because of his wide influ
ence among scholars and because it is so clearly and
cogently expressed.

A summary of his position follows;

1. Muslca ficta is a consideration of great
importance because no other editorial technique
affects so vitally the actual sound of the music.
2. If Renaissance music was performed with
added accidentals, then an editorial policy of
"utmost reserve" in this regard is incorrect.
3. Decisions cannot be based upon study of
the music to be edited in cases where a perform
ing tradition is not written down.
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4. Ml contra fa and Its supplement Una nota
supra la . . . are derived from causa necessitatis
and were called upon to render Imperfect conso
nances perfect.
5. The rule of subsemltonlum modi applies to
all cadential formulas.
6. The operation of these rules Is subject
to the principles of context and unity of phrase
(i.e., fairly often a certain accidental exercises
its efficacy for the duration of a musical phrase).
7. Exceptions occur to all rules.
8. Renaissance musicians probably interpreted
their music more freely than the above rules would
indicate.
9. In the fifteenth century and more parti
cularly in the sixteenth, muslca flcta outgrows the
causae necessitatis et pulchrltudlnls and adds the
causa subtllltatls. making it an artistic and in
tellectual "game" of a high order— a game different
from those of earlier times in that it affected the
actual sound of the music.1
10. The principle of harmonic context and ver
tical consonance must be considered! namely, that
a required B-flat in one voice demands that any
other.B's in the sonority also be flatted.
11. Muslca flcta is to be applied similarly in
transpositions of motives.
It can be seen that Lowinsky's view would allow far
greater freedom in the application of muslca flcta than
would that expressed by Apel and the other "conserva
tives" on this question.

In fact, such application of

the rules appears much more mandatory than discretionary
to Lowinsky, while to the "conservatives" even the rules
of causa necessitatis are to be applied with infinite
caution.

Edward Lowinsky, Foreword to Muslca nova, ed. by H.
Colin Slim (Monuments of Renaissance Music
Chicago,
1964, pp. viii-x.

l)7

2
Lowinsky, "Secret . . . Re-Examined," pp. 98-105;
Lowinsky, "Editing Josquin," pp. 746-747 .
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A perplexing but important question concerned with
musica ficta

is that of the double-leading-tone cadence.

Current opinion seems fairly united in regard to this
type of cadence: namely, that it had practically died out
by the end of the fifteenth century.

This view was

stated by Ludwig Finscher and Gustave Reese at the 1971
Josquin Festival-Conference:
FINSCHERi ,/The double-leading-tone cadence/
went out of use because a new combination of voices
developed in which the only possibility to have
leading tones was either in the subsemitone clau
sula of the upper voice or, in the Phrygian mode,
the leading tone downward in the tenor. There Is
no longer any occasion for double leading tones,
as a rule.
GUSTAVE REESE (from the floor): Well, it's
certainly true that the cadence with two leading
tones was practically dead in Josquin's time. I
wouldn't think of disputing that. The fact is
that it was still known to exist after his time;
it is actually written in compositions by compo
sers as late as Giaches de Wert— on rare occa
sions, to be sure.l
2
Willi Apel points out that from about 1350 to about
1450 both accidentals involved in the double-leading-tone
cadence quite frequently appeared in the sources, and
that after 1450 they largely disappeared.

Statistics

(drawn largely from modern editions) appear to bear out

Edward Lowinsky, editor, "Workshop on Josquin's Mo
tets," in Josquin des Prez. Proceedings of the Interna
tional Josquin Festival-'Conference, p. '548.
2
Apel, Notation, p. 106.
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this notational trendi
. . . about 15% of the cadences /in the first half
of the fifteenth century7 featured the double leading-tone; approximately
made use of the Phrygian

closed)
/In the latter half of the century/ The double
leading tone . . . now is not to be found at all.
. . . The double leading tone is purely polyphonic
and gave way to the more harmonically conceived
leading tone in only one voice.1
All of the authorities mentioned or quoted above
agree on one point* the double-leading-tone cadence was
in use at the time of Dufay and subsequently decreased
in popularity.

For the latter conclusion, however, little

is advanced by way of proof.

The Wienpahl article is

apparently based upon notation in modern sources the edi
tors of which do not happen to supply double-leading-tone
cadences for works dating from after 14501 this fact does
not constitute proof that such cadences were not used.
The article is useful mainly as corroboration of Apel*s
statement about accidentals appearing in the original
sources.

The disappearance of accidentals from sources

after 1450 is similarly no proof that they were not sup
plied in performance.

Finscher's comment concerning a

new combination of voices is helpful if expanded to in
clude the matter of doubling*

in four-voice cadences,

if the fourth degree is doubled, chances are excellent

"^Robert Wienpahl, "The Evolutionary Significance
of 15-th Century Cadence-Formulae," Journal of Music
Theory IV, #2, November 1960, pp. 13l'flf7
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that one or the other of the voices having it must use
the natural form, thus preventing the double-leading-tone
cadence.

However, this does not prove that cadences in

which this degree is not doubled could not contain two
leading tones.

Reasoning based upon "harmonic" grounds

is circular* it uses the diminished chord (with one lead
ing tone) to prove a harmonic orientation, which in turn
is used to justify the use of the diminished triad.
Likewise, the use of subsemitonlum modi in only one of
two possible voices, based on stylistic grounds, assumes
a stylistic fact to prove itself.

It is as if to say

that style had changed to accommodate the vil^-I ca
dence, and that, therefore, the cadences observed (with
no accidentals in the source) must be of that type.
The question of the subsemitone also arises in ca
dences in which the chord preceding the cadence contains
a fifth and a ^-3 suspension resolving to a third over
the bass.

Here, too, circular reasoning is encountered*

the style at that time demanded the raising of the tone
before the cadence; therefore, all (or nearly all) such
tones are raised.

The theorists are, indeed, nearly

unanimous on that point.

However, they are also nearly

unanimous in condemning tritones and diminished fifths,
which nonetheless abound in the music.

It does not neces

sarily follow that vrhat the theorists prescribed was in
fact what was done or what was desired by other composers.
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The rules concerning perfect consonances (causa
necessitatis) should normally take precedence over
those of the subsemitone (causa pulchrltudlnls).

Tinc-

torls states,
Indeed, perfect concords which are made
imperfect or superfluous by a chromatic semi
tone, that is, by alteration, must be avoided,
although I am aware that almost all composers
use these above all or half or a larger part
of the note defining the measure and immediate
ly preceding a perfection in a composition of
three or many voices.
(Counterpoint, p. 131*)
The musical example illustrating the chapter just quoted
contains two cadences labeled as incorrect by Tinctoris.
One of them has been shown above as Pig. 16, page 28.
In it the G# which might be supplied as muslca flcta
in reading the top voice is considered incorrect because
of the augmented octave with the second voice.

The

other incorrect cadence is shown below.

Fig. 199.
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Cadence from Tinctoris, Counterpoint, p. 131*
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In Fig. 199 the C# in the middle voice is considered

2kk
incorrect because of the diminished fifth with the top
voice.^

Fig. 200 (below) shows the final cadence of

Tinctoris's example, which, according to his directions,
must be a double-leading-tone cadence,

Fig. 200. Final cadence of example in Tinctoris, Coun
terpoint, p. 131*
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The foregoing summary has shown the diversity of
views held by m o d e m scholars concerning musica ficta.
These views are based to some extent upon musical sources,
to some extent upon theoretical ones.

The musical

sources are not sufficient guides because musica ficta
was deliberately omitted in most cases.

The theoretical

Pietro Aaron, alone among the theorists consulted,
accepts the tritone in six-three position supported by a
third or tenth below;, likewise, the diminished fifth
(see Bergquist, Aaron, p. 396). In altering the F-B
tritone, a B-flat is permitted, but not an F#. because
of the species of fourth involved (Ibid.. 3975•
In &
cadence on G involving descent from B to F, an F# is
not to be used after a B-flat except if the descent is
preceded by an ascent from the same F (Aaron, Toscanello, Supplement, third page).
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sources are also insufficient as guides in several res
pects i

(1) even though many of the theorists were com

posers, there is no way of knowing how closely their pre
scriptions were followed even in their own works, let
alone those of others;

(2) in many cases the nature of

the treatises is didactic, and the directions may have
reflected ideals held by the theorists as much as or
more than current practice;

(3) as already pointed out,

the theorists state that all of these rules have excep
tions, but do not go into sufficient detail to permit
the modern scholar to pinpoint all instances;

(^) in

many instances the matter is treated as a convention
which everyone was expected to know, so that little of
substance was dealt with except for some experimental
cases.
Because of the inconclusive nature of the findings
of modern scholarship regarding this matter, it has
not been found possible to formulate a stringent set of
rules for application to the music analyzed for this
study.

Bather, some general guidelines are postulated,

which are applied in varying ways to different parts
of the repertoire.
1. Causa necessitatist perfect intervals.
In the early part of the period (and to some
extent throughout) perfect Intervals are main
tained except where the diminished or augmented
ones are obviously required. In three-part ca
dences derived from fauxbourdon practice, a
double-leading-tone cadence or Phrygian cadence
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is considered much more likely than a vli^-I ca
dence for the early group of composers, and it
is considered at least possible for the middle
and late groups; in any case, melodic as well as
harmonic factors are considered.
2. Una nota supra la . . . is applied only
where melodic or harmonic tritones would result
if it were omitted, and in cases where motivlc
unity obviously requires it.
3. Causa pulchrltudlnls t subsemitones.
This principle is applied in most cases where
(in modern terminology) a V-I cadence with ^-3
suspension occurs. It is not applied in most
cases where the lowered seventh is already pre
sent. It is not applied in most cases in the
early period involving a viig-I cadence if its
application would produce a tritone (in con
flicts between causae necessitatis and pul
chrl tudlnls in the early period, Tinctoris's
preference for the former is considered indi
cative ).
The above guidelines are neither as conservative
as Apel's nor as generous as Lowinsky's.

They are,

furthermore, not consistent throughout the study, but
are varied according to the stylistic changes which
are thought to have occurred.

This procedure is logi

cally circular in that it takes the stylistic change
as the basis for interpreting the pieces used as evi
dence of that change.

However, to a certain extent

the nature of the problem makes such a compromise
unavoidable.

The purpose of this study is, after all,

not to formulate a foolproof procedure for applying
musica ficta. even if such were possible; rather it is
to examine dissonance treatment, of which the disso
nances affected by considerations of musica ficta form
a small part.

The dissonances so affected must, of
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course, be examined in light of the best information
currently available; the incompleteness and Inconclu
siveness of that information renders this portion of
this study similarly Incomplete and inconclusive.
Nonetheless, the information given below is at least
indicative of some tendencies and may prove useful if
only as a point of departure.
1.

Harmonic tritone.

For purposes of this

study, the term harmonic tritone refers only to the
diminished fifth.

The fourth above the bass was con

sidered dissonant whether perfect or not and has thus
been counted among the melodic dissonances wherever
it occurred.

The augmented fourth supported by a

third below is counted among diminished triads (see
below, page 252).

Therefore, the tritones treated

in this discussion are those fifths which for suffi
ciently compelling reasons cannot be made perfect by
application of musica ficta.

Only ten of these were

found in the music analyzed; four by Richafort, and
one each by Bauldeweyn, Fogliani, Lambe, Sutton, La
Rue, and Fevln.

Some other apparent tritones were

found which were probably corrected to perfect fifths
by the application of musica ficta; an example is
shown as Fig. 201, page 2*1-8.
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Fig. 201. Tritone probably eliminated by musica ficta.
Tinctoris, Mlssa Sine nomine # 1 , Gloria, section
4, measures 23-2 5 .
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In Fig. 201, the A-flat in the bass is considered
the most likely reading.

Tinctoris's own Instructions

(cited in Chapter 2 of this study and exemplified in
Fig. 199, page 243) forbid the harmonic tritone.

In

keeping with his instructions for making diminished
fifths perfect, the assumption is that he would have
expected the A-natural at the end of the second mea
sure quoted to be flatted, perfecting the fifth and
eliminating the dissonance.

This assumption is streng

thened by the superfluous A-flat notated in the middle
voice at the beginning of the measure.

The rules of

musica ficta would ordinarily dictate that that A be
lowered in any case, for it moves in direct descent to
an E-flat,

The fact that the flat for the A is notated

in the source may very well be taken as an indication
to flat other A's (see Lowinsky, Secret Chromatic A r t .
p. 18).
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Of the ten examples of tritones found, four (one
each by Bauldeweyn, Fogliani, Sutton, and Richafort)
were formed by passing motion.

The note which passes

could not be included among the passing tones because
the interval involved was a fifth, and only considera
tions of musica ficta rendered them dissonant.

For an

example of the passing type, see below.

Fig. 202. Tritone reached by passing motion.
weyn, Exaltabo te. measures 97-100.

Baulde

t
In Fig. 202, B-flats are possible in the lower
voice because of the presence of imitation at the lower
fifth.

However, considerations of mode (Mixolydian)

and the presence of other B-naturals in nearby phrases
make the B-flats appear quite unlikely.
One example (by Richafort) combined passing-tone
and escape-tone motion to form a double tritone (Fig.
203, page 250).

In this example, imitation of the

motive CCCABC, first in the top voice, then in the
third, renders a change to B-flat unlikely in the
latter statement.

2 5 0

Fig. 203. Double tritone. Richafort, Quern dlcunt homi
nes . Pars I, measures 58-61.
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Two cases were observed In which the tritone was
reached on a strong beat.

One of these Is shown below.

Fig. 20^. Tritone reached on strong beat. Richafort,
Q.uem dlcunt homines. Pars II, measures 15-17*
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One instance was noted in which the tritone was
reached on the strong half of a beat, in an ornamented
cadence (Fig. 205, page 251).
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Fig. 205. Tritone reached on strong part of beat.
Richafort, Quem dlcunt homines. Pars II, measures
59-60.
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Two cases remain to be showni one in which the tri1
tone is reached by arpeggiation of a C major triad
against a held B-flat (Fig. 206, below), and one in
which the tritone is reached by a figure resembling a
neighbor tone (Fig. 207, page 252).

Fig. 206. Tritone, reached by arpeggiation of C major
triad against held B-flat. Lambe, 0 Marla. plena
gratia, measures 22-2 3 .
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Fig. 207. Tritone reached by neighboring figure.
La Rue, Mlssa Ave Sanctlsslma Marla. Sanctus, mea
sures 163-16^.
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In Fig. 207 an F# is possible in the top voice;
however, it is not considered likely because the al
teration of an F between two G ’s is normally found at
cadential suspensions.
The tritone dissonances appeared with approximately
equal infrequency in the three national divisions
treated in this study 1 seven examples were found in
works by Netherlanders, two in English works, and one
from outside the two main schools, which approximates
fairly closely the ratio of the number of dissonances
tabulated from each group.
2.

Diminished triad.

According to theorists

of the late fifteenth and early sixteenth centuries
(except Aaron— see page

footnote), the tritone is

to be treated as a dissonance, even when it is supported
by a third or tenth below (i.e., even when it is in
what in modern terms is called a first-inversion diml-
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nished triad).1

Aside from such theoretical views,

there seems to be no written record of what any of the
composers in this study thought regarding the issue.
It therefore appears that there is only one way to find
out what the composers thought of the diminished sono
rity i inspection of its use in actual music of the
time.

Such inspection is hampered because (1) we do

not know whether the composers regarded the sonority
as a dissonance, and (2) we therefore also do not know
whether or not to apply musica ficta wherever possible
to eliminate tritones.

The following investigation

proceeds under the assumption that the theoretical norms
voiced by Tinctoris and others have some force in actual
practice.

That is, in those cases where an easy and

plausible application of musica ficta will remove the
tritone, it is removed (e.g., by the double-leading-tone
cadence— see remarks on pages 240-244-).

Where no such

Modern commentators on the Palestrina style accept
the diminished 6/3 as a consonance (see Soderlund, Direct
Approach, pp. 73ff). Even the root^position diminished
sonority Is cited by Jeppesen (Style, pp. 158-159) as a
perfectly acceptable resolution for a suspension and Is
there termed "halfway a consonance." Jeppesen cites Artusi (most of whose writings date from the 17th century)
as his authority (p. 158). Jeppesen also justifies the
diminished 6/3 (p. 164) on grounds advocated by Fux
(Gradus ad Parnassum, ed. by MIzler, p. 38) in behalf of
the perfect fourth at the top of an 8/5/1 structurei
namely, that neither member Is dissonant with the bass.
This reasoning obviously runs counter to Tinctoris and
other late-fifteenth-century writers.
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easy application is found, it is assumed that the tritone
is obligatory at that point.
a.

Number and distribution.

The 546 diminished

triads found in the music analyzed were distributed as
shown below.

Table 4. Distribution of diminished triads, by schools
and periods. Ir. the left-hand columns of each pair
are shown the actual numbers of these dissonances;
in the right-hand column of each pair is shown their
frequency of occurrence, expressed as a percentage
of all dissonances within the group.
English

Netherlands

Others

Total
48

1 .85#

1.80#

291

2 .62#

58

4.14#

207

2,82#

82

3.00#

546

2 .60#

Early.

32

2.46#

16

1.23#

Middle

46

3.0?#

221

2.68#

24

Late

12

1.25#

137

2.75#

Total

90

2.40#

374

2.58#

As Table 4 shows, distribution of the diminished
triad was fairly even throughout the repertoire.

The

early Netherlanders and the late English group used it
substantially less than average, and the middle-period
group of Other composers used it somewhat less.

The

only group to use this dissonance substantially more
often than average was the late-period Other group, in
whose works were found a few ostinato-type passages
containing many diminished chords.

Such passages were

atypical for this group, as for the other groups, but
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the effect of even
tics is considerable.

a few of these passages on statis
In all groups except the middle-

period group of English composers, a preponderant majo
rity of occurrences of this dissonance were in normal
texture.

Among individual composers, the highest num

bers of instances were observed in the music of Josquin
(71 occurrences) and Agricola (65)» and the lowest num
bers were found in music of Ludford and Wylkynson (none);
Champion, Verdelct, and Tinctoris (one each).

In the

case of Tinctoris, the low incidence should come as no
surprise, in view of his disapproval of the sonority.
For the other composers mentioned, however, such low
incidence may perhaps be explained by the relatively
small amount of their music analyzed for this study;
examination of a larger corpus of works might reveal
a percentage of usage somewhat nearer average.
b.

Uses of the diminished triad.

primary uses of the diminished triad were found, to
gether with a host of secondary uses and derivations.
The highest number (215) of these dissonances were
found as resolutions of suspensions, mostly 7-6 sus
pensions (4-5 resolutions in the bass accounted for
nine examples).

Some l4l diminished triads were con

sidered to be passing sonorities or were created by
passing motion in one or more voices.

A fairly large

number (97) occurred on strong beats and could thus be

Three
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considered as performing to some extent the function of
a harmonic goal, just as a major or minor triad would
normally do.

Finally, 93 of these dissonances fulfill

other functions or are derived in other ways.

These

categories are dealt with in the order named.
i.
pensions .

Diminished triads as resolutions of sus

This category is both the most numerous and

the most regular of the groups of diminished triads.
The great majority of instances were in first inversion
(202; only 13 were

in root position), and, of those,

the great majority resolved in a thoroughly regular
fashion: the leading tone resolves to its tonic (or
final, either the true final of the piece or a tempo
rary one to which the music has modulated), and the
other note which determines the cadence, a third
above (or sixth belcw) the leading tone, also goes to
the tonic or final.

In most cases the fourth degree

(a tritone from the leading tone) resolves downward by
step to the third degree of the resolution chord.
An example of this procedure is shown in Fig. 208,
page 25?.
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Fig. 208. Diminished 6/3 as resolution of suspension,
"regular" resolution.
Coppini, Flat pax, Pars I,
measures 49-5 0 •
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In all, 160 examples of regular treatment of the
suspension resolution (as exemplified in Fig. 208) were
found, most of them in normal texture.

Of the total,

129 were in works of Wetherlanders (Josquin 31» Agricola 27, Senfl 14, Richafort 13), 26 in the Other com
posers* works, and only five in the English school.
One of the more common deviations from the regu
lar usage shown above is the ornamental resolution, in
which the diminished triad is first reached as the reso
lution of a 7-6 suspension, after which the sixth moves
to another note (usually the fifth above the bass, in
nelghbor-note fashion) before returning to the diminished
sonority.

This general configuration was found ten times

in the music analyzed, eight of them in normal texture.
An example is shown as Fig. 209, page 258.

258
Fig. 209. Diminished triad, regular but ornamented sus
pension resolution. Sticheler, Mlssa Se .Vavoye,
Credo, last section, measures 88-9 0 .
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Seven times in the repertoire examined a diminished

triad was reached as a suspension resolution which
included an under-third cadence; five of these occur
rences were in normal texture.

An example of this dis

position is shown as Fig. 210, page 259*
In one case (and two questionable cases) the reso
lution of the 7-6 suspension continued downward motion
to the fifth above the bass, removing the diminished
sonority.

The unequivocal case is shown as Fig. 211,

page 259.
In all of the individual instances discussed so
far, there were considerable differences in voice-lead
ing and other dispositions of the parts, so that no two
were alike.
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Fig. 210. Diminished triad as resolution of suspension,
with under-third cadence. Wlllaert, Verbum bonum
et suave. Pars I, measures 19-20.
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Fig. 211, Diminished triad as resolution of suspension,
Irregular resolution of tritone. Fevin, Mlssa De
ferla. Agnus Dei III, measures 22-23.
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One case was found in which the diminished 6/3
(as the resolution of a suspension) occurs simultan
eously with a dissonant preparation in another voice.
This instance is shown below.

Fig. 212. Diminished triad as resolution of suspension,
occurring simultaneously with dissonant preparation.
Genet, Lamentations, Verse III, measures 62-6*1-.
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Nineteen cases were found of what in modern terms
would he called a deceptive resolution of the diminished
sonorityi namely, a resolution to a sonority whose root
is not the tonic to which the leading tone in the dimi
nished sonority should logically lead.

Twelve of these

resolutions were in normal texture (six by Agricola),
seven in abnormal texture.
Fig. 213, page 261.

One of these is shown as
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Fig. 213. Diminished triad as resolution of suspension,
with "deceptive" resolution. Senfl, Dominica Pentecostes. Sequentia, verse *J-, measures 6-7.
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The diminished triad as resolution of a suspension
was found in root position thirteen times in the music
analyzed, all in normal texture.

Of these, six were

regular in their resolution, five were ornamented, and
one was normal in resolution but was approached by leap
in the bass at the time of the suspension resolution.
A further example was regular in every way but included
an under-third cadence.

Examples of some of these types

are shown in Figs. 21*1— 216, beginning on page 262.
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Fig. 214. Diminished triad, root position, as resolu
tion of suspension. Josquin, Invlolata (12v),
measure 18.
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Fig. 214 involves a double suspension into the dimin
ished

triad.

At the point of the suspension a four-note

cluster (C-D-E-F) is sounding.

Fig. 215. Diminished triad, root position, as resolution
to a suspension; ornamented resolution. Ockeghem,
Mlssa Ml-mi. Gloria, measure 17.
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Fig. 216. Diminished triad, root position, as resolution
of suspension; approached by leap in bass.
Fevin,
Missa Super 0 quam glorlflca luce, Credo, measures
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Diminished triads— passing.

In this

category were placed 1^1 dissonances, 112 in 6/3 posi
tion and 29 in root position.

Of the first inversion

triads, 63 (^8 of them in normal texture) were deemed
regular in resolution (i.e., the major sixth resolved out
to the octave, and the tritone resolved by step).

Fig. 217. Passing diminished 6/3 sonority, regular reso
lution. Festa, Missa De Domina nostra, Kyrie II,
measures 27-2 8 .
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Of the instances of the regular resolution of the
passing diminished triad, Agricola accounted for thir
teen, Josquin seven, and Isaac fivej others were scat
tered,

The Netherlanders accounted for ^9 of the 6 3 , a

ratio slightly higher than their percentage of all dis
sonances.

English composers accounted for eight regular

resolutions, and those outside the two main schools ac
counted for the other six.
Somewhat less common than the regular resolutions
were those "irregular" cases in which the major sixth
resolved to something other than the expected octave
(i.e., what would in later periods be called deceptive
resolutions).

Twenty-nine such resolutions were found,

seventeen in works by Netherlanders, nine in English
works, and three in works by Other composers.

In this

category the English were slightly above the expected
percentage (as a percentage of all dissonances), the
Netherlanders slightly below.

No composer wrote more

than two of these in the music analyzed.

An example

of a deceptive resolution is shown in Fig. 218, page
26 5 .
In Fig, 218, the diminished sonority is on the last
semiminim of the only full measure quoted, in voices one,
four, and six.

Escape tones are found in voices two and

five, somewhat obscuring the diminished sonority.
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Fl«. 218. Passing diminished sonority, deceptive reso
lution.
Finck, Mlssa In summls, Kyrle I, measures
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Thirteen passing diminished triads were in accented

position, eight of them in normal texture.

Fig. 219. Passing diminished triad, accented.
0 bone Jesu. Section 12, measures 65-6 7 .
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In Fig. 219 (page 265) the sixth of the diminished
6/3, reached in the manner of an ascending accented pass
ing tone, simply continues through the seventh above the
bass and arrives at the octave in an 8/3/1 disposition
which no longer contains a tritone.

The diminished

triad has not been resolved; rather, it has been removed.
Fig. 220 (below) shows a diminished 6/3 in accented
position in which the sixth descends.

Fig. 220. Accented passing diminished 6/3, sixth de
scends, Brumel, Laudate Domlnum, Pars II, measures 2 7 8 -2 7 9 .

T
In all, three voices are in passing motion in Fig. 220,
and the sonority to which the diminished triad moves is
quite dissonant.

Taking the tenor D as the reference

tone, a 6-5 resolution is tenable for the top voice;
however, the true resolution of the progression is at
the downbeat of the following measure.
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Of the 29 passing diminished sonorities which were
found in root position, nineteen were considered to
have regular resolutions (sixteen of those in normal
texture).

Of the regular resolutions, five were found

in Josquin's works, two each in Agricola and Isaac,
and the rest scattered.

Three deceptive resolutions

were found (Alwood, Bauldeweyn, Coppini; all in four
parts), as well as four accented passing sonorities
(Isaac, Agricola, and Sutton, in normal texture; Fogliani in a six-part texture).

T w o ‘examples were found

in which an accented passing diminished triad was
deceptively resolved (Pipelare and Forestir, both in
normal texture), and one instance in which all voices
passed simultaneously (Lambe, normal texture).

Fig. 221. Root-position passing diminished sonority,
regular resolution.
Prioris, Magnificat VIII
tonl. verse 2, measures 19-2 0 .
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In Fig. 221 (page 267) the resolution of the tri
tone is entirely regular.

The third of the diminished

triad is succeeded by a rest, so that the C is reached
only in the bottom voice, though it is doubled by the
entrance of the soprano.
Fig. 222 (below) shows a root-position diminished
triad in which the root is doubled, making the irre
gular (deceptive) resolution almost obligatory.

F i ^ 222. Root-position passing diminished sonority,
deceptive resolution.
Bauldeweyn, Exaltabo te.
Pars I, measures 88-9 0 .
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In Fig. 223 (page 269) is shown an accented rootposition diminished triad.

A root, a third, and a fifth

all resolve as would be expected, but against held G's in
the other two voices, so that the "chord" of resolution is
actually a passing sonority against the sustained notes.
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Fig. 223. Root-position accented diminished triad.
Fogliani, Magnificat VIII. vs. xii, measures
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Diminished triads on the strong beat.

Of the 97 diminished triads which fell on strong beats
in the music analyzed, ?2 occurred in three or four
parts, 25 in five parts or more.

Twenty-four of the

strong-beat diminished triads were in root position,
of which twenty were in normal texture.

In frequency

of occurrence the Netherlands composers-rank highest
among the three groups by a narrow margin.

Among

individual composers the highest numbers of instances
were found in the music of Josquin (fifteen), Isaac
(thirteen), and Agricola and Forestlr (seven each).
The most common resolution of the strong-beat
diminished triad was a simple 6-5 motion above the

2 7 0

bass, changing the diminished. 6/3 to a minor triad.
This occurred 26 times in the music analyzed, with the
highest numbers of instances appearing in music of
Willaert (six) and Forestir (four).

An example is

shown below.

Fig. 224. Strong-beat diminished triad, 6-5 resolution.
Browne, 0 Marla, Salvatoris mater, section 2,
breves 26-2 9 .
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Fig. 22k shows an interesting use of muslca flcta.
In the third measure quoted a B-flat is signed in the
top voice (which has no signature).

According to the

rules, the sign is unnecessary on three countsi

(1) the

line descends directly from an Ff (2) it ascends di
rectly to the same F; and (3) a B-flat sounds simulta
neously in the tenor.

Is the signed B-flat, therefore,

an indication to flat the E in the previous measure,
thus rendering the diminished triad major?

This possl-
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bility has been mentioned above, page 248.

In this case,

in view of the inconsistent practice in the Eton Choirbook,
and of the fact that the E comes before rather than after
the signed B-flat, the answer apparently is that the E is
to remain natural, and the chord diminished.
The regular resolution of the strong-beat diminished
6/3 sonority occurred twenty times in the music analyzed
(Isaac four; Senfl, Agricola, and Josquin two each).

All

but three of the instances were in normal texture (in
contrast to the 6-5 resolutions, thirteen of which were
in abnormal texture).

An example of the regular resolu

tion is shown below.

Fig. 225. Strong-beat diminished 6/3, regular resolu
tion. Bauldeweyn, Q.uam pulchra e s . Pars II,
measures 15-1?.
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Remnants of the old fauxbourdon style can be seen
in Fig. 226, page 272,

2 7 2

Fig. 226. Strong-beat diminished 6/3 sonority in suc
cession of 6/3 sonorities. Verdelot, Sancta Marla.
vlrgo vlrglnum. measures 22-24,
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Irregular resolutions of diminished 6/3 sonorities
were many and various, including nine examples on strong
beats (see below).

Fig. 227. Strong-beat diminished 6/ 3 , irregular resolu
tion. Brumel, Laudate Domlnum. Pars II, measures
290-293.

zd —

r tf - :—

r

c
-W -

1

*

k

*

^

-----------

-

^ A a J.
1 T T ..Cl*
- * - ’4 - 1 ■| —

- r t ------------- V

17 fe fc .
?. L -l..
—n

<£-—

—

V

T

...

t f — 1

“

273

Some 2k instances were found in which root-position
diminished sonorities occurred on strong beats.
of these were in normal texture.

Twenty

In the example below,

the resolution is normal, and the tritone is obligatory
and unambiguous: the B in the top voice must be flat after
the P, and the E in the second voice must be natural
before the A.

Fig. 228, Root-position strong-beat diminished triad,
regular resolution. Agricola, Mlssa Paschalis.
Osanna II, measures 38-^0.
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In Fig. 229 (page 27k) the resolution is from a dimi
nished triad on B to an E minor first-inversion triad.
The excerpt shown is from a six-voice version of .ree
quip' s four-voice Ave Maria (see below, pages 381-382).
The corresponding measures from the four-voice original
are shown in Fig. 230; comparison of the two versions re
veals a possible difference in approach.

27^
Fig. 229. Root-position.strong-beat diminished triad.
Anonymous, Ave Maria (based on Josquin piece for
four voices), measures 105-108.
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Fig. 230.

Josquin, Ave Marla, measures 105-108.
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Comparison of Figs. 229 and 230 shows that in the
former the B-natural which begins measure 107 in the
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second and sixth voices is obligatory, while in the
latter the B-natural in the fourth voice may be flatted
in order to eliminate the tritone and change the dimi
nished triad to a major triad.

Should the B in the

four-voice version be flatted?

Three considerations

argue for a B-flat»

(1) causa necessitatis, the per

fection of imperfect intervals;

(2) proximity to an P

(which comes three notes later, albeit with change of
direction), and (3.) position as part of a changingnote figure between to A's (una nota supra la . . .).
Each of these considerations is present in the sixvoice version as well, but in that version they are
negated by the breve B in the second voice, which sounds
against an E in the top voice on the second beat, and
which has come from a C and, after one more note, re
turns to the C.

The B-flat in the four-part version

creates a successive cross-relation with the B-natural
in the alto on the second beat; however, such occur
rences are by no means unknown in Josquin*s music (see
for example the Deploration, Nlmphes de bols. Pars II,
bars l^O-l^l1 ).

Printed in The Medici Codex, transcription vol
ume (ed. by Edward Lowinsky), p. 338 (bars 1^0-lAl are
on page 3^6).
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iv.

Other diminished, triads.

Ninety-three

diminished sonorities were found which do not fit into
any of the preceding three classifications; of these,
82 were in three or four parts.

The distribution by

schools was Netherlands *<4, English 22, others 27; in
frequency of usage, the composers outside the two major
schools led by a wide margin.

However, no particular

stylistic significance can be attached to this fact,
because the classification "other" by definition in
cludes a wide variety of practices.

Further, totals were

enhanced by successions like that shown below (Fig. 231).

Fig. 231. Succession of diminished sonorities. Sticheler, Mlssa Se j'avoye, Credo (last section), 1^-22.
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Such a high concentration of diminished sonorities
as that shown in Fig. 231 is unusual, and its influence
upon statistics is considerable.
In Fig. 232 (below) is shown an example in which a
diminished sonority is the resolution of a ^ sonority.

Fig. 232, Diminished triad as resolution of 6/5 sono
rity. DIvitis, Magnificat V tonl. verse xii, Sicut
erat, measures 17-1 8 .
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The remaining dispositions of diminished triads

all have certain factors in common (they are not on
strong beats, do not resolve suspensions, and do not
function as passing sonorities) but are otherwise
quite miscellaneous in nature.
v.

Summary of diminished sonorities.

From the number of examples found in the literature
examined, it is quite apparent that the diminished
sonority was used by composers of the late fifteenth

2?8
and early sixteenth centuries as part of the normal har
monic language of the time, particularly as a resolution
to a 7-6 suspension and as a passing sonority.

Just how

much it was used cannot be known because of the diffi
culties of application of the rules of muslca flcta.
3.

Augmented triads.1

Only

six

rities were found in the music analyzed.

of these sono
Two were

reached in passing motion, as shown below and on page 279,

Fig. 233. Passing augmented sonority (unaccented).
torls, Lamentations, m easures 2-*K

Tine

The augmented triad (in first inversion) is cited
as an acceptable consonance by Soderlund (Direct Approach,
pp. 73ff). Jeppesen (Style, p. 16^) justifies the augmented 6/3 on Fux*s grounds (see above, p. 253 fn 1)
that neither member is dissonant with the bass (though
Fux's comment concerned the perfect fourth in an 8/5/1
construction).

279
Fig. 23*K Passing augmented sonority, accented.
Brumel, Sicut erat ("Exemplum octo modorum") from
anonymous Magnificat Octavl tonl. measures 11-13•
(Note also cross-relation, measure 12, beat 3»
voices 2 and 6.)
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In Fig. 235, page 280, is shown an augmented
triad reached by upper-neighbor-tone motion (another
upper neighbor, in the middle voice, creates a ^
sonority on the last semiminim of the measure).

280
Fla. 235, Augmented triad reached by neighbor-note mo
tion. Ashewell, Missa Ave Maria. Gloria, measures
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In the two remaining cases, the augmented triad is

the harmonic goal of the passage containing it.

Fig. 236. Augmented triad as main harmony. Ashewell,
Missa Ave Marla, Gloria, Qui sedes, breves 16-19,
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In Fig. 236, the accidentals are in the manuscript
(except for the B-natural in the third voice), so that,
unless scribal error is involved, there is little doubt
that the augmented triad was intended in this passage.
In the passage below, however, there are some problems j

Fig. 237. Augmented triad as main harmony (note also
the simultaneous cross-relation in measure 3^»
beat
voices 1 and 6). Silva, Missa Tu es pas
tor ovlum. Kyrie II, measures 30-37.
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The only F# indicated by sign is that in the fifth
voice in measure 31 .

It holds for two measures and draws

with it by the laws of vertical consonance (see above,
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page 239) the P's in voices 1 and 3.

Three possibilities

are apparent for the interpretation of this passage.

The

first is that shown on page 281, with all of the F's
sharped and the B's flat, giving the augmented triads.
The second is that the signed F# calls for a B-natural in
voice 4, thus making the augmented triads minor and ren
dering the augmented and diminished intervals perfect.
The third is to take the sharp in front of the F as cau
tionary,1 reading all the F's as F-naturals; this solu
tion also removes all augmented or diminished intervals
from the passage, together with all that is striking or
unusual about it.
The reading shown in Fig. 237 was chosen as the most
likely for several reasons.

First, Andreas de Silva, as
2
a highly adventurous composer,
has used the augmented
triad quite unequivocally in other works.

Second, u n 

less one posits a total modulation to G Major from bar 31
on, the B-natural called for in the second hypothesis

^See Don Harran, "New Evidence for Musica Flctai The
Cautionary Sign" in American Musicologlcal Society Jour
nal XXIX (Spring, 197&), pp.''77-98.
2
Edward Lowinsky, ed., The Medici Codex, commentary
volume, pp. 7 6 , 7 9 , l42, 176, 206-213? note particularly
the comments concerning Silva's highly original harmonic
style, tone-painting techniques, and rich scoring.
Fur
ther, see below, pages 4-12-418.
•^Ibld., Transcription volume.,, p. 329 (Omnls pulchritudo, bars 4 and 6)5 p. 335 (Secunda pars), bars 2, 8 .
and 1 5 .
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given above would soon conflict with the obligatory
B-flat in the top voice (measure 32).

Third, the solu

tion calling for the F# to be interpreted as caution
ary is, entirely aside from being unnecessary, by no
means unequivocally proven in the Italian mid-century
madrigal repertory in which its presence is posited,
let alone in Netherlandish masses of more than a gen
eration earlier.
Simultaneous cross-relations.

With the ex

ception of a very few clear-cut cases, the simultaneous^
cross-relation is the most difficult of all dissonances
to verify in the period covered by this study.
versally frowned upon by theorists,

2

Uni-

it apparently none

theless appeared in performances, almost always as the
result of a subsemitone at a cadence in which the low
ered form of the same degree was also present.

An ex

cellent example of this situation has been shown in Fig.

Cross-relations may be successive rather than si
multaneous, but since no dissonance is involved, they are
not included in this study.
For an excellent summary of
successive cross-relations as regarded by. theorists and
used by composers, see Andrews, Byrd*s Vocal Polyphony,
pp. 99-108.
2
Earliest (albeit tacit) approval of successive and
even occasional simultaneous cross-relations apparently
occurs in Coperario's Rules How to Compose (c. 1610)
(facs, ed. with introduction by Manfred Bukofzer, Los
Angeles, 1952).
The issue of cross-relations is not men
tioned in the text, but the examples are full of them,
and the obvious implication is that Coperario used them
intentionally.

28^
237i ‘bar 3^ (page 281).

Mention has already been made

of Reese's theory that doubling a note precludes its
alteration by musica flcta.1 and yet in Fig. 237 the
cadence is so strong that omission of the subsemitone
seems arbitrary.

However, the F-natural in the sixth
2
voice is also quite unavoidable.
Fig. 238 (page 285) shows a problem which is simi
lar in some respects but not the same,

The F# is shown

by sign in the top voice but not in the fifth voice.
The F# supplied by flcta in measure 239 (subsemitone,
fifth voice) does not affect the question of whether the
F in measure 290 ought to be sharped.

Melodically

speaking, the F in voice 5 of measure 290 should remain
natural} it is not between two G's,

However, the second

F# in the top voice is a subsemitone, and it would seem
1Reese, Renaissance, p. 297.
2
This idiom becomes fairly common by mid-century in
England (Andrews, Byrd, 108ff), as is shown by this example
(cited in AndrewsTs
Tallis, In manus tuas. TCM VI, p. 203,
W

I
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^
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e

3
Ficta accidentals affect one note only; subsequent
alterations of the same pitch only a few notes later con
stitute separate cases, to be decided as though the first
alteration had not occurred. See Hughes, Manuscript
Accidentals. pp. 69-73*
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arbitrary to posit an F-natural after the suspension when
a signed F# had preceded it.

Granting that the second F

in the top voice in measure 290 requires a ficta sharp,
the rule of vertical consonance requires that the F in
the fifth voice which is reached at the same time should
also be sharped.

In this case, the cross-relation is

avoidable; hence, it is not counted among the dissonances
found in this study.

Fig. 238. Potential cross-relation removed by applica
tion of muslca ficta. Genet, Lamentations. verse 8,
measures 288-293.
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Numerous other cases were found in which the resolu
tion note for a suspension was already present in the
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sonority at the time of the suspension, thus specifying
which form (inflected or not) of the note the resolution
would take.

In these cases (not counted in dissonance

totals) Reese's solution (Renaissance, p. 297) has been
adopted*

namely, that the composer has indicated where

ficta was not to be applied by doubling the note to
which it would have been applied.

The difficulty is

somewhat greater when, as in Fig. 238, the two notes
in question arrive simultaneously.
An even more difficult passage is shown in Fig,
239, page 287.

There are two points of difficulty

in the passage* the first is in measure 4 (the second
measure shown), and the second is in measures 6 and
7 (the last two complete measures shown).

The latter

case is dealt with first, because it places the
problem of F# vs. F-natural in clearest view.

287

Fig. 239. Possible cross-relations.
Brumel, Missa Et
ecce terrae motus. Gloria, last section, bars 3-8.
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In the fourth voice in measure 6 is an F in direct
descent from a B, and in the second voice there is (a
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measure later) an F which descends from a B, and which
lies between two G's.

Under normal circumstances (i.e.,

with no conflicting F-natural) the two F's would be
sharped,

(The other means of perfecting- the F-B tritone,

namely flatting the B's, is exceedingly unlikely in this
case because of the strong Mixolydian character of the
cantus firmus and of the whole piece.)

As has been

seen, however, there are frequent cases in which a note
to which muslca ficta would ordinarily be applied is
left unchanged in order to avoid conflict with another
voice (rule of vertical consonance).

In the case of

the F in the second voice this solution appears rather
plausible, but it appears quite problematic for the
fourth voice, in which the descent from the B is much
more sudden.

Three solutions are possiblei

(1) sharp

all the F's, eliminating both tritones and cross-rela
tions;

(2) keep all F's natural, eliminating cross

relations but retaining melodic tritones; and (3) fol
low the melodic inclinations in each voice, using F#
in voices 2 and 4 and F-natural in voice 6, thus having
cross-relations but no melodic tritones.

All three

solutions have arguments in their favor.

Postulating

hexachords on D to account for the lower-voice F#'s is
quite possible.

Concerning the second possible solu

tion, it has already been stated above (p. 227, fn. 2)
that harmonic rather than melodic tritones were the
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intervals warned against by the theorists, so that the
melodic trltones seen in this example might be permissi
ble,

The third proposed solution, while admitting the

cross-relations, has the advantage of respecting the
melodic line and normal solmization of each voice.
The first half of Fig. 239 contains almost the
same problems* in voice 8 there is a descent from B
to F, and the two F's in that voice each lie between two
G's; in normal circumstances they would be raised by
muslca ficta.

Voice 5 contains an F which would normally

remain natural, and voice 12.contains an F which is
approached from below and returns down (which would indi
cate F-natural), but which moves scalewlse down to a B.
The latter consideration would indicate a possible F# to
perfect the scalewise fifth and to agree with the sub
semitone which appears Indicated in voice 8 .

Again, a

B-flat might appear possible here, except for two con
siderations*

(1 ) it would break the mode (see p, 288),

and (2) it would also require an E-flat for proper sol
mization (not to mention changes in other voices and
throughout the movement to agree with the B-flat),
It has been deemed best, in this case, to leave
the notes as they stand, with numerous melodic tri
tones, no cross-relations, and no subsemitones, giving
progressions (in modern terminology) of v-I.

This is

the solution adopted in the Hudson edition from which

2 9 0

Fig, 239 is taken.

The transposition of hexachords to

the sharp side of the normal gamut is ordinarily consi
dered a quite drastic step, and it would be expected
that such a change would be indicated by some writtenin accidental.

There is none in this movement.

The

cross-relations, unless unavoidable, are also considered
an undesirable solution, particularly on the grand scale
in which they would appear in this movement*

eleven

instances in all, most of them a semibreve in length,
and most of them lasting for the entire duration of the
chord in which they would exist.
Only one example, then, was found in this study
of a true cross-relation resulting from the applica
tion of the subsemitone in one voice against an unavoid
able natural form in another (see Fig. 237, p. 281).
All of the other cross-relations were formed differ
ently* they occur at non-cadential points and in most
cases involve a signed accidental in one voice which
contradicts the sign of a note already present in ano
ther voice.

One example of this procedure has already

been shown in Fig. 1?, page 2 9 .
Fig. 234, page 279*

Another may be seen in

Other examples occur in works by

Sutton and Ashewell (shown beginning on page 291).

In

these cases the cross-relations are unequivocal.
In all, only five true cross-relations were found
in the music analyzed* two by Ashewell, and one each
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by Sutton, Brumel, and Silva (the one by Browne shown In
Chapter I is in a section not analyzed).

Naturally, it

is recognized that such clashes as the one cited with
disapproval by Tlnctoris (Fig. 16, page 28) probably oc
curred quite often in performance.

It is not likely

that these clashes were sanctioned by the composers.
The five instances cited above are so difficult, impossi*
ble, or arbitrary to avoid that they were apparently
intentional.

Fig. 2^0. Simultaneous cross-relations. Sutton, Salve
Regina. 0 dulcis Maria, beeves 27-30.
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Fig. 241. Simultaneous cross-relation. Ashewell,
Mlssa Ave Marla. Gloria, part 3i measures 8-10.

1

rr

r
»ava
llA'ABi

B
Fig. 242, Simultaneous cross-relation.
(Qul sedes), breves 14-16.
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In both Fig. 24l and Fig. 2*1-2, the Issue is quite
clear*

barring scribal or compositional error (either

of which is, of course, possible) the cross-relations
are intentional.

The signs for the B-naturals cannot
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be cautionary, because without them E-flats would have
been sung as a matter of course.
therefore remain:

Two possibilities

(1) error, or (2) intent.

Given the

well-known (albeit prevalent slightly later) English pro
clivity for cross-relations, the latter choice appears
more tenable here,
IV.

Meter and Tempo.

The question of tempo -for

music of the late fifteenth and early sixteenth centu
ries is a vexing one.

rt~is"-weTX“'khcwn that tempo

markings were net used during the period, and that the
note-signs themselves Implied specific durations.

One

modern authority has construed M.M. kQ as a reasonable
speed for the integer valor semibreve, in part because
^8 is divisible by both two and t h r e e I t
ently

is appar

impossible to arrive at a specific figure on any

better basis than this because of the vagueness of di
rections by theorists of the time.

Not only are there

some ambiguities of usage within and among theoretical
writings, but there are also frequent divergences of
usage among composers and sometimes among works of the
same composer.
Nonetheless, dissonance treatment offers some aid to
the modern scholar.

In some pieces or sections the dis-

"^Apel, ?Jotation. p. 191 • Apel8s figures are used
in this discussion for the sake of convenience, and not
as documented facts.
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sonances are mainly semiminims or shorter values, while
in other pieces or sections they are minims or longer.
Even without theoretical support it would be a reason
able hypothesis that in these two cases the minim would
not be of equal duration, and that it would be shorter
in the latter case.
Naturally, it is not here implied that all disso
nances must be reduced to the same duration; rather,
dissonances are a reasonably accurate indication of the
shorter note values contained in a particular piece.
It is assumed, in cases where a signature may have more
than one meaning as far as tempo is concerned, that the
note values employed may tend to support one of the
meanings.'*'
A.

The basic mensurations (Integer valor).

mensural notation the breve may be divided into two
semibreves (C) or three (0).

The semibreve in turn may

be divided into two or three minims, the latter case

For a lengthy discussion of tempo determination
aided by inspection of note values employed, see George
Warren Drake, The First Printed Books of Motets, Petruccl*s Motetti a numero trentatre' A "/Venice, 1502)
and Motettl de. Fasslone, de Cruce, de Sacramento, de
Beata Virgine et hulusmodl B (Venice. 1503). Ph.D.
diss., Univ. of Illinois, 1972, Vol. I, pp. 125-13^.
Drake arrives (p. 13*0 at tempi of M.M. 96 for 0 and 0,
jlf.if. for ^3 an(i 03, 72 for 0 and C, and 216 in 02, for
the semibreve in each case (though the taotus. the du
ration by which the music is measured, is on the breve
rather than the semibreve in some of the signatures).

In
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being shown by a dot within the C or 0.
of the breve is called tempus»

The division

perfect in triple divi

sion, imperfect in duple.

The division of the semi

breve is called prolatlo;

major in triple division,

minor in duple.

There are thus four signatures possi

ble; they are shown below.

Pig. 2^3,

Basic mensurations, showing metric structure,

C (Imperfect tempus,
minor prolation)
J=J
0
0

I *

i

i

e (Imperfect tempus,
major prolation)

0 (Perfect tempus,
minor prolation)
H
o
❖
*
u

u

0 (Perfect tempus,
major prolation)

1=4

1 =4

o

o

m

u

m

o

<►
m

m

o
m

Of these four signatures, only the first three
appeared in any music analyzed for this study (the
third only twice), and from these we±*e derived all
of the metric signatures and proportions found, 27
in all.
In these four mensurations minim equivalency is
assumed, so that the breve in C is only k-/9 as long
as the breve in ©.

This equivalency is proven une-

2 9 6

quivocally in works where different i.v. signatures
appear simultaneously in different voices, such as
Ockeghem*s Mlssa Prolatlonum.^

A specific tempo is

also assumed., for Tinctoris and Gaffurius, in forbidding
dissonances longer than a minim, clearly had specific
durations in mind, and their directions would make no
sense if the minim or smaller values were variable in
length.

One cannot assume that no tempo variations ever

occurred, or that every performance of a given piece was
at the same tempo.

Such accuracy was no more possible

then without metronomes than it is now even with their
aid.

However, tempi in 1 .v. were probably normally con

fined to a rather narrow range, and any changes in
tempo within a section were slight and inadvertent.
There is no indication anywhere in the music or in the
writings about it that tempo was initially to be con
ceived or changed during the course of the section, in
response to text or any other consideration.

The only

ways of indicating tempo changes during a section (ex
cept writing different note values) were by coloration
2
and proportion,
of which the latter is much more im
portant and difficult to apply.
Ockeghem, Complete Works, ed. by Dragan Plamenac, Vol. II. Kyrie I and other movements show all
four signatures simultaneously.
2
This term may indicate inexact as well as exact
tempo relationships.
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B.

Coloration.

The normal notation of the period

under consideration is called white notation? in it all
values longer than a semiminim are open notes (O 0 |=( 14 ),
When these notes are filled in (colored), they normally
lose one-third their value, so that (e.g.) three colored
semibreves are equivalent to two white ones (♦ + +

= $ $ ).

This device is used with some frequency for short sec
tions in all voices of a composition; in such cases the
sounding tempo increases by one-half (i.e., the semibreve
is 1§ times as fast as in the former tempo).

The breve,

however, remains the same; it is merely divided into
three parts instead of two.

This type of coloration,

called triplet coloration, practically always occurs as
a contrasting section within a longer section in duple
division; in only one piece analyzed for this study was
a whole section found in this type of coloration.

In

all cases a specific tempo relation is demanded, as
is shown by the many examples in which such coloration
occurs in only come of the voices while the others con
tinue in the original mensuration.
A usage of coloration which has no effect on tempo
is minor color, in which two blackened notes of adja
cent value are read as follows: ♦ 4 =

i «

In triple mensurations coloration can yield a
hemiola rhythm, thus:
(values halved)0

As in the case of triplet coloration,
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the hemiola coloration can effectively increase the
sounding tempo by half if it occurs in all voices,
though the longa (equal to two uncolored breves) remains
the same.

Sometimes this device is used in two-measure

units near cadences, simply for hemiola effect (see the
Carlir excerpt on page 189).
C.

Proportion.

The most effective means of

tempo change in the period was the application of pro
portions.

In Integer valor the proportion was consi

dered to be unity (1:1); other proportions were shown
as specific arithmetic ratios, or signs which stood for
them, and indicated augmentation or diminution of note
values in conformity to the ratio expressed.

Pro

portions commonly referred to the "note according to
which the song is measured"

(Tinctoris), or the tactus.

in i.v. the semibreve, which in performance was conducted
by a combined up-down motion in a moderate tempo. In
2
a proportion such as
the numerator refers to the
notes following the sign, the denominator to those pre
ceding it, so that two semibreves in the proportion
equal one in i.v.; in other words, they move twice as
fast in the proportion as in 1 .v.
bol like

A proportional sym-

means that the time taken by four semibreves

in 1 .v. would be divided among five semibreves in the
proportion.
Some of the simpler proportions are indicated by
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signs rather than numbers; thus, proportlo dupla, in
which -values are halved (or speed is doubled) may be ex
pressed by

0, 0, C2, 02, or

may be shown as
be shown as

C3, or 03,

02, 02., or

Proportlo tripla
Proportlo quadrupla may

ij).

In proportlo dupla and proportlo tripla the taotus
is no longer measured by the semibreve, but by the breve.
Since the tactus is net considered to be a complete mea
sure (mensura; see above, pages 37-38)» hut only a part
of it (one-half if the division is duple, one-third if
triple), it would be most logical in cases of proportions
for the music, to be transcribed with the measure equal
to a. longa.

For the reason that true duple or triple

proportion is fairly rare in spite of the commonness of
signs calling for it (see below), the logical method of
transcription is seldom employed, and has not been em
ployed in the music transcribed for this study.
The relations technically expressed in proportlo
dupla and proportlo tripla are shown in Fig. 244, page
300o
^These signs do not necessarily all mean the same
thing, though in some cases they are interchangeable,
as is shown by cases in which identical sections appear
with different -signatures in different sources. See
Drake, The First Printed . . . Motets, p. 128, for an
instance in which convenience in printing was the mo
tive behind a substitution of signature.
^Apel, Notation, pp. 148-1500

2

3 0 0

Fig. 2*l4. Semibreves in integer valor and in simple
proportions.
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0 and 02 are both supposed to be duple proportions
of 0; however, there is a possible distinction between
triple division of the breve in 0 and triple division
of the longa in 02„

Such a distinction is still a matter

of conjecture^ and is shown here as an example of the
ambiguity to which even simple proportions may be subject.
Not even the strict duple ratio in proportlo dupla
can be taken for granted.

It is well known that 0

largely replaced C as a signature by the early sixteenth
Apel, Notation, pp0 441-442; see below, page 332.
Tinctoris observes the distinction shown above (see Melin, Tinctoris. pp. 26-2?). Pietro Aaron (Lucldarlo III,
6, cited in Bergquist, Aaron, p. 199) states that in 02,
C2, and 03 the tactus falls on the breve. That statement
does not reveal the division of the breve (duple or tri
ple), but a later one (see Bergquist, p. 200) supports
the distinction shown in Fig0 244. That distinction was
not always followed in practice, as is obvious from the
example cited on page 332.
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century, and that the two signatures often signify similar
tempi,"1

Ir.. those cases where different tempi are prob

ably required (e.g., where a section in C with mainly
minims, semiminims, and fusae is followed by one in 0
mostly in breves and semibreves), the relationship may,
2
indeed, be 2:1„ However, as has been observed, a strict
2 si ratio gives rise to the situation of one tempo shown
by two different sets of signs, with no audible change.
Further, many pieces having sections successively in C
and 0 are not possible to perform in strict diminution
because the tempo in the second section would be much
too fast.
A possible solution to this problem is offered by
Willi Apel (Notation, p. 193)«

In 0> with three semi

breves to the breve, if the i .v, semibreve at M.M. 48
is doubled in tempo to M.M. 9
the breve in 0 would be
3
M„M. 22.
Apel conjectures that perhaps the breve at
M.M. 32 was also used in 0 % giving a semibreve of M.M.
64, one-third faster than the i„vu semibreve.

This

^Apel, Notation, p.. 192. See also Drake, The
First Printed . . . Motets, pp. 12?-128.
2
Apel, Notation, pp. 191-192.
3
-^For most sections in 0 this tempo is probably con
siderably too fast, even if possibly theoretically jus
tified. All figures given here and elsewhere in this
discussion are approximations which have been chosen for
ease of computation as well as for ijlauslblllty.
'

'
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tempo turns out to be quite manageable for many pieces
in which the problem arises, and £ is far easier to
write (given a well-known convention of usage) than
the alternative sign of

which would more accurately

represent the relationship..

This question is considered

below in direct application to the works analyzed for
this study.
A given piece may be in integer valor throughout or
in some proportion (e.g., 0) throughout; or at some
point all voices may change mensurations, or may have
a proportion applied; or there may be simultaneous con
flicting signatures.

All of the signatures and combi

nations found in music analyzed for this study are shown
in Table 5» Page 3^3«
In Table 5> the signs are listed according to their
technical or theoretical meanings„

As will be seen in

the discussions of the individual signatures, many of
them do not mean in actual practice what they are shown
to mean in the table.
at different times.

Some of them mean different things
Thus, the technical meanings given

in the table should be viewed as a point of departure
rather than as a binding principle.

3 0 3

Table 5« Mensurations and proportions in the music a m lyzed. Symbols in parentheses are in force before
the proportion after the parentheses is applied.
Signatures marked * may appear in more voices than
shown, but only one voice retains the odd signa
ture. In the signature marked ** the controlling
mensuration is 0. Only variants of 0 and C are
listed below; in addition, two sections in @ were
among those in the music analyzed. No proportions
were applied to S, however.
Types

Duple signs
(No. of sections)

Triple signs
(No. of sections)

Integer valor

C (1?)

0 (53)

Proportlo dupla

0 (176)

0 (2?)

C2 (9)

02 (1 )

C3 (1)
(C )3 (2)

03 (2)

Proportlo tripla

(*>;
Proportio quadrupla

(9)
(i)

Sesqulaltera
(3*2 ratio)
Proportio sextupla

3 (2)

°2
£3 (9)
(0)3 (17)
(c2)3 (1)

Simultaneous

(5)

0000C0 (1)

C2 C2 C2 02 (1)

0060* (2)

0 02 00 (1)
0000 (1 )

0CC** (1)

000c*

00CCCC (1)
Other

0 (groups of 5
minims) (1)

03 03 0\ 0\

(1)
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The sesquialtera proportion is more common than
Table 5 would indicate, because the sign 3* theoreticallymeaning proportio tripla, frequently is used to show
sesquialtera.

This matter is dealt with in more detail

belowo
D.

Dissonance as a guide to tempo.

In the fol

lowing discussion, the hypothesis is explored that, other
factors being equal, the speed of a minim may be greater
in pieces containing mostly longer values than in pieces
containing mostly shorter ones.
Very few pieces or sections have dissonances of
only cne value (i.e., all minims or all semiminims);
instead, a mixture of durations is usually found.

For

each mensuration or proportion there is usually a char
acteristic

distribution of dissonant durations, to

which most of the pieces employing that signature con
form and from which deviations stand out by contrast.
In the following discussion these distributions are
expressed in terms of what percentage of the dissonances
found in sections with a particular signature fall upon
each note-value (e.g., a possible distribution might be

5% fusae, 65/6 semiminims, 29% minims, \% semibreves).
A second way to view the distribution of dissonance dura
tions is to compute the average length of the dissonances.
Taking the fusa as one unit of duration, the semiminim as
two, the minim as four, and the semibreve as eight, one
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arrives at the average length of the dissonances (in
the above example, 2.59 fusae).
Harmonic dissonances are not included in this dis£
cussion. There is some doubt that the . combination and
3
diminished sonorities were treated as dissonant in this
period, and some of each are of unusual cr irregular
lengths.

As has been shown in the discussions of these

dissonances, there is not enough unity of treatment to
allow them to be included in computations like that
above.
1.

C (tempus jmperfectnm).

Seventeen sections

in this mensuration were analyzed for this study.

Of

these, three each were by Mouton, Ludford, and Wylkynson,
two each by Obrecht and Bauldeweyn, and one each by
Tinctoris, Agricola, Josquin, and La Rue.

In these sec

tions were found. 833 melodic dissonances: 106 fusae
(1 2 .73$ of the total), 56^ semiminims (6 7 ,71$), 161
minims (19*33$)» and two semibreves (,24$),

The average

length of the dissonances was 2,27 fusae.
These data are somewhat misleading, for they are
heavily influenced by the statistics found in one piece:
Mouton0s Benedicam Domlnum in omnl tempore (6V ),1

This

1Das Chorwcrk. v. 7 6 , p. 9* A manuscript copy of
this work was not available to the writer. The printed
copy in Bas Chorwerk is furnished with lnclpits for all
noncanonlc voices. The top three voices show uniform
2:1 reductions in note values, but the bottom two voices
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piece contains 87 of the 106 fusae mentioned above, and
contains no dissonance longer than a semiminim.

Of the

154 dissonances in the piece, 56°49$ are fusae— by far
the highest percentage found in this study.

The other

sixteen sections in C contain 19 fusae (2#80$ of the re
maining 679 dissonances), 497 semiminims (73-20$), l6l
minims (23.71$) and two semibreves (#29$); the average
length of a dissonance is 2.46 fusae.
In only one section were a majority of the disso
nances longer than a semiminim: the Osanna from Ludford's Missa Vldete mlraculum.

This section contains

sixteen dissonances: seven semiminims, nine minims, aver
age length of the dissonances 3«13 fusae.
The question now arises:

Is the tempo of all these

sections in C approximately the same, or are some sec
tions to be taken faster than others?

Excerpts from the

Ludford composition and the Mouton Eenedlcam Domlnum are
shown in Figs. 245 and 246 on page 30?»

show the first note as a minim when it should be a
semibreveo The rests preceding these notes are the
proper length, however; it is therefore assumed that
the minims are misprints and that a 2:3 reduction is
followed throughout the transcription#

30?
Fig. 2^5. Excerpt in C from Ludford, Missa Videte mira
culum. Osanna, measures 1-5«

Fig. ?46.

Mouton, Benedlcam Domlnum. measures 66-680
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The Mouton example (Fig. 246) would work very well
at Apel's suggested tempo (seEiibreve = M.M. 48).

At first

glance the Ludford excerpt (Fig. 245) might appear to
drag slightly at M.M. 48 because of its much slower har
monic rhythm; however, such a tempo might merely serve to
make a short section such as this (twelve breves in all)
seem more impressive and substantial.

In any case, his

only long section in C contains much more semiminim
motion.
Both excerpts shown above are atypical for this
mensuration*

A more typical one would contain a great

preponderance of minims and semiminims, with occasional
notes longer than minims.
It appears that a basic tempo not too far from M.M.
48 for the semibreve is at least plausible for all the
sections in C analyzed for this study0

For some pieces,

such as the Ludford Osanna, a tempo slightly on the fast
side of the basic tempo might be chosen— but only if the
same tempo were used for the sections preceding and fol
lowing the one in question, both of which also have a C
signature.

For other pieces, similar to Benedlcam Domi-

num. a tempo on the slow side of the basic tempo might
be bettero

However, no wide variation from this basic

tempo seems justifiable on notational grounds, and the
distribution of dissonances shows remarkably little var
iation (except for the pieces already discussed) from
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Tinctoris through Ludford, respectively the earliest and
latest composers in this study who used this mensuration,
2,
< £)

.-1

Tempus imperfectum, proportio dupla (C2 and

Two signatures signifying duple proportion in C

were used in the repertoire analyzed: C2, which appeared
2
nine times; and }t , which appeared 176 times.
They are
dealt with in that order.
a.

C2.

This signature appeared, among the

works analyzed, only in middle-period works from the
Netherlands school.

Four sections by La Rue were in this

mensuration, as well as three by Silva and one each by
Agricola and Pipelare.

A total of

555 dissonances

was

found in these sections: 20 fusae (3.60$), *^0 semi
minims (79.28#), and

95 minims

(17.12#).

The average

length per dissonance was 2.31 fusae, slightly shorter
than the average for C (with Mouton*s Benedlcam Domlnum

Some theorists distinguish between proportio dupla
and dlmlnutlo, the former being shown by numerals and the
latter by signs (see Bergquist, Aaron, p. 197) • Pietro
Aaron (Lucidario II, 13) insisted on the identity of the
two terms (cited in Bergquist, Ibid.). In so doing he
follows the lead of. Tinctoris (Proportional e . ed. by .
Albert Seay in Journal of Music Theory I fl957)f p. 22),
who defines both C2 and j0 as equivalent to proportlo
dupla (p. 6 7 ). The possibility that C and % are equal
in meaning is not mentioned in Tinctoris, according to
Melin (Tinctoris. p. 2*0,
2
The number of sections in each mensuration appear
ing in works analyzed for this dissertation must not be
taken as indicative of their frequency of occurrence in
all music of the time, for reasons given above on pages
70 and 71.
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discounted).

Only one section exhibited a noticeable

deviation from the above figures: the Kyrie I from La
Rue's Mlssa Ave Sanctisslma Maria (6v),^ which contains
fourteen melodic dissonances: three semiminims, eleven
minims.
The La Rue Kyrie is, in fact, the only section among
the nine employing this mensuration to which the propor
tion could actually have been applied.

Even in this case

it does not appear that a true duple proportion is plau
sible (semibreve = M.M. 96 appears somewhat too fast),
though Apel's conjectural tempo of Semibreve = M.M. 6^
appears to be quite usable.

In all of the other sections

from the same mass using the same signature, the motion
is predominantly minims and semiminims, and the dissonance
totals are 161 semiminim and 37 minim dissonances.

Thus,

81.31# of the dissonances in these three sections are
semiminims.

In these sections the tempo M.M. 6^ for the

semibreve appears to be quite good, while the true duple
relation (semibreve = M.M. 96) is out of the question.
The other sections employing this signature have
similar characteristics to the three La Rue sections
just discussed.

In view of the fact that even the atypi

cal section by that composer (cited first in this discus-

. .^John Kreider, The Masses for Five and Six Voices
by Pierre de la Rue. Ph.D. Diss., Indiana University,
1974, Vol. II, p.~?6 .
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cussion) is performable at M.M. 6^ for the semibreve,
it is perhaps fair to state that Apel»s figures, whe
ther or not they are correctly derived, at least give a
reasonable tempo for this duple-proportion signature,
one which would allow for perceptible (though not radi
cal) difference from the integer valor tempo.
Naturally, any such subjective observations as that
just made apply only when the proportional signature is
in all parts.

When a proportional signature is in

some parts while an 1 .v. signature is in other parts,
the relationship is unequivocal, and in mcst cases in
volving a theoretical duple proportion the 2 sl ratio is
actually observed.
Simply on the basis of dissonance values employed,
it is not possible to assert whether or not C2 is faster
than C.

The dissonance distribution ir: each case is

remarkably similar, particularly if exceptional cases
are disregarded.
b.

^

This mensuration is employed in the

majority of all sections analyzed for this study and is
even more predominant in the entire repertoire of the
period.

The figures for this signature show a total of

10,539 melodic dissonances, of which 209 (1 *98$) were
fusae, 7,^85 (71.02$) were semiminims, 21767 (2 6 .25#)
were minims, and 78 (.7^#) were semibreves.
length of a dissonance was 2.55 fusae.

The average

The most apparent
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difference "between the figures for this signature and
those for C is in the fusa dissonances (12.73# in C,
I.98# in 0)1 though the difference lessens considerably
when the exceptional Mouton piece is omitted from the C
group (2.80# for C, I.98# for 0).

In the case of 0, as

with C2, many pieces contain dissonance distributions
indistinguishable from those of a typical section in C .1
There are, however, some notable exceptions.

0b-

recht appears to observe a strong distinction between
C and 0.

His two sections in C analyzed for this study

contain 63 dissonant semiminims and 15 minims; the three
sections in 0 contain two fusa dissonances, 125 semi
minims, 83 minims, and 20 semibreves.

Thus, in the sec

tions in C, 80.77# of the dissonances vrere semiminims,
and 1 9 .23# were minims; but in 0 only 5^.35# of the dis
sonances were semiminims, and 44.78# of them -were minims
or semibreves.

No sections in C by Ockeghem were ana-

For different tempi without strict proportional
significance for C and 0, see Gehrenbeck, Mqtettl, pp.
29^-295» further see Sachs, Rhythm and Tempo 7 P. 222.
Gehrenbeck (p. 296) cites a case In which C'and 0 are
obviously interchangeable: Willaert's Verbum bonum et
suave, which appears in Motettl de la Corona with signa
ture C but in Gardane's first Willaert collection
(Venice, 15^2) with the signature 0.
For the view that 0 and 0 often lacked proportional
significance, even retaining the semibreve tactus, see
Bergquist, Aaron, p. 198. Glarean saw the 0 and 0 signs
as indications of quickening the tactus, but not in
strict diminution (Dodecachordon, II, 23*0. See also
Kreider, La R u e , pp.' 129-l3o.
""

>
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lyzed, but those In 0 show distributions similar to
those found in Obrecht.1

Tinctoris, the third member

of the early Netherlands group, wrote three sections
in 0 which were analyzed for this study, and one sec
tion in C.

In the latter, 45 of 51 dissonances (88.2*1$)

were semiminims and fusae? a similar ratio (42/51,
82.3 5%) obtains in two of the three 0 sections.

How

ever, the third section in 0 contains 35 semiminim me
lodic dissonances and 44 minims, figures which are much
closer to those found in the 0 sections by Obrecht and
Ockeghem.

The two 0 sections by Tinctoris which have

the high percentages of semiminim dissonances both fol
low sections in 0, to which they are quite similar in
note-value distribution.

On the other hand, the 0 sec

tion with a high percentage of minim dissonances is the
opening section of a piece (Lamentations— see Appendix,
page 637) of decidedly different character— full of
long notes, frequent cadences with fermate, and occa
sional breve or longa rests in all voices.
■^One of these 0 sections, the Christe eleison from
the Mlssa Ml-mi. is performed on one recent recording
with an exact duple-proportjonal relationship to the
preceding Kyrie, which is in 0. The recording is on Mu
sical Heritage Society MHS 1003, performed by the Berke
ley Chamber Singers, Tikey Zes, cond. Another recent
recording, Archiv 198406 (Cappella Llpsienses, Dietrich
Knothe, cond.) renders the relationship so that the
Christe is perceptibly faster than the Kyrie, but by no
means twice as fast— quite similar to the relationship
postulated by Apel (see above, pages 301-302).
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The English composers whose pieces in 0 were ana
lyzed for this study wrote in a rhythmic style similar
to that for C— i.e., mostly minims and smaller values—
with one exception.

Two of the three sections in 0 by

Edmund Sturton show quite high percentages of long-note
dissonances, especially the third part of the second sec
tion of his Gaude Virgo Mater Chrlsti.^ in which, of 167
melodic dissonances, 149 (8 9 ,22$) were minims and semi
breves.

This distribution of dissonant note-values, to

gether with the joyful text, argues for an interpretation
of the 0 signature as requiring considerable speed in
performance.

The 0 section follows an opening section in

0 which contains many smaller note values and therefore
may have been sung more slowly, in spite of the implied
semibreve equivalence between 0 and 0,
Of 25 sections in 0 by Isaac analyzed for this study,
only one deviates markedly from the norm of mainly semi
minim dissonances 1 the long opening section of Pars II of
the motet Angeli. archangel! (see Appendix, page 620),

^Eton Choirbook I , # 8 , p . 81.
2
The possibility of divergence of tempo between suc
cessive sections in 0 and 0 is advanced as only that— a
possibility. Until further evidence comes to light, the
semibreve equivalence in 0 and 0 is assumed for present
purposes. Both sections discussed above could be sung at
the same tempo, with the second one sounding more stately
because of the long values.
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In this section there are 16*J- melodic dissonances, of
which 97 (59.15$) are minims or longer.

The section im

mediately follows a prlma pars in 0, with mainly semiminim
dissonances.

In this case it appears that the S& section

should be perceptibly faster than the 0 section, but not
twice as fast (or the 67 dissonant semiminims in the
section would sound like fusae in the earlier tempo).
Of the 22 sections by Josquin in $ analyzed for this
stiidy, only two depart markedly from the norm of mainly
seralminim dissonances:

Prooh dolor (7v) and Tulerunt

Dominum meum (8v) (for discussions of authenticity of
these works, see below, pages 381-389).
Proch dolor, the

In the case of

signature is apparently supplied by

the editors; because of this and its peculiar black nota
tion throughout, this work is not relevant to the pre
sent discussion.

Tulerunt Dominum meum. on the other

hand, definitely has the £ signature.
bhis work

A recording of

has a tempo of M.M. 68 for the semibreve—

quite close to Apel’s suggested tempo of M.M. 6^,

The

tempo on the recording allows clarity of lines and im
parts powerful rhythmic drive; it seems logical and fit
ting.

Tulerunt Dominum meum contains mostly minim and

semibreve motion, however, and many works in %J containing
more semiminim, motion might benefit from a tempo slightly
^Vox DL 580* The Dessoff Choirs, Paul Boepple, cond.
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less brisk, though not radically slower.
The only section in 0 by La Rue analysed for this
study is the last section of the Credo of the Missa Ave
Sanctissima Maria1 ; like Josqnin's Tulerunt Dominnm meum.
it moves mainly in minims and longer values.

Prioris,

Pipelare, and Silva (all of whose life-spans are uncer
tain bub quite possibly similar to La Rue's) wrote mostly
semiminim dissonances in their twelve sections in 0
2
included in this study; only the Prioris Ave Maria and
3
the first Kyrle from Silva's Missa Adieu mes amours^ show
a slight preponderance of minim dissonances, and even
these works both contain fusae as well as minims, thus
ruling out too fast a tempo„
In the entire late group of Netherlanders 61 sec
tions in 0 were analyzed.

Among them, only one section

contained a preponderance of minim dissonances;

the

Cliriste eleison (following a Kyrie in 0) from Champion's
h
Missa De beata virgine,
which contained 35 melodic dis
sonances, of which nineteen were minims.
■^Kreider, La Rue. II, 1190
2
Conrad Douglas, The Motets of Johannes Frlorls.
M.Au thesis (Univ. of Illinois, I969), p . 2 3 0 o
3
■^transcribed by the writer from Berlin, Deutsche
Staatsbibliothek, Ms. Mus. 40091,
4

Champion, Collected Works. ed0 by Nors S„ Josephson (American Institute of Musicology, 1973)• Vol. I,
P.

38.
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The normal distribution of dissonant values in 0,
then, is quite similar to that for C and C2, with only
a few pieces or sections showing markedly different dis
tribution,

Whether this fact means that by the early

sixteenth century the symbols C and 0 were largely syno
nymous cannot be determined on present evidence.

The

possibility remains that of two pieces with similar
note values, one in C and the other in 0, the latter was
meant to go faster,'1' For certain composers in the early
period (Obrecht, Ockeghem, and perhaps Tinctoris) and
one composer in the English school (Sturton), the two
signatures apparently still signified different tempi,
reflected in the different note values used.

In respect

to the remainder of the pieces analyzed, however, no
such general conclusion can be drawn, and it appears that
C and 0 may be either quite similar or indeterminate in
meaning,
3,

Tempus lmperfectum. proportlo trlpla.

Three

signatures_encountered in the music analyzed for this
study are supposed to represent proportlo trlpla t

C3,

"'"A standard tempo for 0 was frequently given as the
normal human pulse, about 60-80 beats per minute. See
Leeman Perkins, The Motets of Jean Lherltler. Ph, D,
diss., Yale University, 1965, Vol. I, p, 196, He cites
Zarlino on this point flstltutionl Harmonlche . . ..
Venice, 15731 Terza Parte, Cap, 49)• This tempo is some
what faster than what Apel suggests for C and is consis
tent with his suggestion for 0 .
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(C)3. and
a.

£3.

Only one section was found which em

ployed this signature: the Osanna from the Missa Se
■V'avoye purpoin de velour^ by Johann Sticheler (early
sixteenth centuiy?)0

This piece contains 44 melodic

dissonances, of which 26 (59 oO9%) are semiminims, six
teen (36.36%) are minims, and two (k.55%) are semibreves.
The notation of the piece is mostly in minims and semi
breves; however, a true triple proportion in respect to
C would be far too fast.

A sesqulaltera relationship,

expressed more correctly as Cg, appears much more
probable.
(C)? q

Two sections were analyzed in which

a triple proportion sign followed immediately upon a sec
tion in Co

One of these was in the secunda pars of

2

Obrecht's Quls numerare queat.

This short section,

fourteen breves in length, consists of breves and semi
breves except for one minim (the only dissonance).

The

section is apparently an example of true proportlo trl
pla. for a sesqulaltera relationship to the preceding C
section would make the (C)3 section impossibly slow.
The other section in (C)3 is the Osanna from the

1

transcribed by the writer from Vienna, Nat0 L i b 0,
Ms 0 11.883.
20brecht, Werken (ed. by Joh. Wolf), II, #3, p„ 120.
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La Rue Missa Ave Sanctissima.'1' This movement begins with
a signature of 3 after a preceding movement in C.

The

notes (including dissonances) are exclusively minims and
semibreves, with a few colored breves.

Because the

values are so much shorter in this excerpt than in the
Obrecht section described above, a true tripla relation
ship is not assumed for the La Rue section; rather, a
sesquialtera relationship appears much more fitting.

(6)go

c.

The sign

following a section in

£ should theoretically yield the same tempo as a normal
triple proportion in C.

However, it is arrived at differ

ently* namely, as a sesqulaltera relationship to the pre
ceding section, which was already in a notated duple pro3
portion. Nine sections headed by the sign « following
sections in £ were analyzed* six by Isaac, two by Divitis,
and one by Josquln.

In these sections 193 dissonances

occurred, of which 20 (1 0 .36#) were semiminims, 1^5
(7 5 *13/0 were minims, and 28 (1^.51#) were semibreves.
Without exception, the melodic motion in these sections
was predominantly in minims and longer values, and the
sesqulaltera relationship to the preceding £ sections
appears apt in each case.

2

T

When the sigr. g is notated,

^reider, La Rue. II, 130.
2
True duple proportion with respect to Integer valor
is not assumed for the £ sections. If a true sesqulaltera
proportion is correct for the sections following those in

3 20

there is much less chance for ambiguity than if only
a 3 is notated, for the latter may stand for either a
trlpla or a sesquialtera proportion.
4.

Proportlo ouadruplai

Only one section

with this signature was analyzed* the concluding section
of John Sutton's Salve Regina.^

In this section there

were 56 dissonances* twelve semiminims (21„43$)» 39
minims (69.64#), 4 semibreves (7tl4#), and. a dotted semi
breve (1.79$),

The distribution of dissonances and other

note-values does not indicate

a true 4*1 relationship

to C; in fact, the symbol $ does not always Indicate
quadruple proportion, but may indicate sesqultertla. a
4*3 ratio, in this case to be applied in relation to the
section in 0 immediately preceding the one in question.
Given the note values found (those in the 0 section being
quite close to the average for Integer valor). the
sesqultertla relationship appears the only logical choice
in this instance.
5.

Tempus lmperfectum, proportlo sextupla.

This

relationship is expressed, in the music analyzed, by the
signatures $3»

(£)3» and. (C2)3.

Here again, a specific

theoretical relationship (in this case 6*1) is expressed

0, given a tempo of M.M. 64 for the semibreve in 0, the
new tempo would be M.M. 96— an exact duple proportion with
respect to Integer valor (M.M. 48, again using Apel's
figures for convenience).
~4ston Cholrbook. I I , 1.

32 1

with regard to integer valor; however, the 3 in each case
may mean | rather than

and the 0 or C2, as has already

been shown, rarely stands for true duple proportion.1
a»

^3.

Nine sections with this signature

were analyzed; they contained 222 dissonances, of which
26 (1 1 ,71$) were semiminims, 178 (80,18#) were minims,
and 18 (8,11#) were semibreves.

The nine sections- in

cluded four by Brumel and one each by Agricola, Fores
tir, Josquin, Silva, and Senfl,

All of the sections fol

lowed sections in 0, and all consisted mainly of semi
breves and breves.

Some of the sections contain many

1Edward Lowinsky, in his edition of the Medici Codex
(University of Chicago Press, 1968) distinguishes "be
tween 3 or 3 and #3 or

by indicating 0= 0* for the

former and J = 0 * for the latter" (Commentary, p 0 8 9); in
other words, in his edition he saw 3 and 3 as sesqulaltera signs and #3 and 0\ as signs of triple diminution.
2

For an apparent instance of identical meanings for
#3 and 03, see Drake, The First Printed . . . Motets, p,
129, Drake bases his conclusion on the fact that in both
signatures the breve is divided into three semibreves and
the semibreve into two minims, and the movement is large
ly in breves and semibreves. He also states that the re
lation to 0 is sesqulaltera. the same as semibreve coloiatian. See also Sachs, Rhythm, p, 230; Gehrenbeck, Motetti.
p, 298, For evidence concerning actual triple proportion
between 0 and #3» see Lowinsky (as cited infn, 1 above);
also Gehrenbeck, p, 302,
For another sesqulaltera Interpretation of 03, see
Bill Allen Nugent, The Life and Works of Antonius Dlyltls.
Ph,D. diss., North Texas State University, 1970, p. ll.
None of the above sources proposes any specific re
lationship of 0 3 to Integer valor, and nowhere is there
any reference to this signature as proportlo sextupla.

3 2 2

minim passing tones, and even a few two-note semiminim
groups,' but even in these sections the motion consists
mainly of values longer than a minim.

In most cases an

actual triple proportion with the preceding 0 is quite
probable.

Only in the Senfl Ergo nos supplloantes1 and

in the Osanna from Forestir's Missa L*homme arme

is

reasonable doubt that a triple proportion is intended
between 0 and 03 , and even in these two sections it is
quite possible.

However, it is most improbable that in

any of these cases a true 6il relation to integer valor
is intended.

If the i,v, semibreve = M.M, 48, then in

6«1 the ternary breve = M.M. 96 (i.e., semibreve = M,M.
288), which is far too fast,
b,

(0)3. Seventeen times in the music ana

lyzed, the sign 3 occurred in sections Immediately fol
lowing sections in 0.
229 dissonances*

The seventeen sections contained

31 semiminims (13*54$), 171 minims

(74.67/0, and 27 semibreves (11.79$)•

The similarity

to the figures and percentages for 03 is quite striking;
likewise, however, is the similarity to figures for (/0 |°
In the present instance, however, at least two sections
stand out as exceptions to the percentages shown by the
■^From Sequentia, Quae corda nostra, in Offlclum Pro
Dominica Pentecostes In Senfl, S&mtliche Werke, IX. H

2

Transcribed by the writer from Brussels, Bibl.
Roy„, Ms. IV.922 ("Occo Codex” ),
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group as a whole: Obrecht*s Benedicamus In laude. part
two,1 and the final section of the Credo from Sticheler*s Missa Se .1*avoye purpoin de velour.

In hoth of

these sections, a large number of semiminim dissonances
is present, and the movement is mainly in minims and
smaller notes, rather than (as in the other fifteen
sections) minims and longer notes.

It is therefore con

sidered quite probable that in the Obrecht and Sticheler
sections cited, a sesqulaltera relationship is meant,
while in the other sections (four by Bauldeweyn; two each
by Isaac, Josquin, and Mouton; and one each by Coppini,
Finck, Agricola, Richafort, and Senfl) a triple propor
tion with the preceding f6 is meant (but not a 6:1 pro
portion with respect to integer valor)0
c.

(C2)3.

One section exhibiting this suc

cession of signatures was analyzed: the Confiteor from
the Credo of the Missa Ave Sanctisslma by La Rue.

It

moves mainly in minims, with some semibreves; most of the
minims carry individual syllables of text.

A true triple

proportion is thus quite unlikely; a sesqulaltera is
almost certainly what is required in this case.
As can be seen, cases of true triple proportion with
respect to a preceding section in j6 are found with some

1Rjonald David Ross, The Motets of Jacob Obrecht: A
Stylistic Analysis (Ph.D. diss., Univ. of Cincinnati,
1973), Vol. II, p. 37.
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frequency; however, the 3 in such a figure as 0 3 or fol
lowing a section in 0 may also signify sesqulaltera. and
the context appears to he the best guide, though by no
means unequivocal.
6.

Tempus lmperfectum. simultaneous conflicting

signatures.

Nine sections were analyzed in which a basic

signature of C, C2, or 0 in a majority of voices was
sounding simultaneously with other signatures in other
voices.
a„

000C

or 0 0 0 0 0 C or 0 0 0 0 0 0 C .

Five sections

were analyzed in which one voice in C was sounding simul
taneously with others in 0*

In two of the cases, both

from the Missa Ave Maria by Ashewell, the C amongst the

0's appears to have no significance: all voices are writ
ten with the same values, and, perforce, at the same
tempo.

There is no possibility that the voices in 0 are

meant to go twice as fast as that in C and repeat.
Scribal error (omitting the slash) is possible but un
likely, given the fact that the two sections employ quite
different voicings, and the C signature is squarely in
the middle of the texture in each case.
The other three instances of this type of signature
show the 0 acting as a true diminution of C, with doubled
values (i.e., the breve in 0 equals a semibreve in C).
All three examples are by Netherlanders, two by Obrecht
(both are movements from his Missa Sub tuum praesldium)

and one probably by Josquin (In illo tempore— Et ecce
terrae motus).1

Since these three sections employ an

actual proportlo dupla in relation to C, it might be
expected that their dissonance distribution might reflect
a fairly fast tempo.

In these sections 375 melodic dis

sonances were found* 3 fusae (.80$), 250 semiminims
(6 6 .67#), 114 minims (3°.40#), and 8 semibreves (2 .13#)»
with an average length per dissonance of 2.73 fusae
(compared with 2.27 fusae for C and 2.55 for 0 ).
b.

C2 C2 C2 02.

This combination of signa

tures occurred at the beginning of the Sanctus of the
2
Missa Paschalis by Alexander Agricola, Both C and 0
are subjected to the same proportion in this movement,
so that three measures in C2 equal two measures of 02.
Of the 87 melodic dissonances in this piece, one (1.15#)
is a fusa, 62 (7 1 .26#) are semiminims, 22 (2 5 .29#) are
minims, and two (2.30#) are semibreves.

The average

length per dissonance is 2.75 fusae, very close to that
found in the 000C sections above which employed true
duple proportion.

Much of this piece is written in semi

breves and breves in all parts, and in much of the remain-

^These works are printed, respectively, in Obrecht,
Opera Omnia, ed. by M. van Crevel, Mlssae, VIj and Werken
van Josquin des Pres, ed. by Albert Smijers, III (Motette
#55). PP. 99-105o

2

Edward Lerner, The Sacred Music of Alexander Agrlcola, Ph.D. diss., Yale University, 195a i Vol. II, p. £6 8 ,
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der only one voice is moving In minims while the others
have longer values.

A true duple proportion with res

pect to Integer valor appears quite likely for this
section.
c*

# 02 #

This combination of signatures

also appeared in a work of Agricola: the Quia respexit
from the Magnificat IX tonl^

As was true in the pre

ceding case, both C and 0 are subject to the same pro
portion, though the duple proportion of C is shown by f6
rather than C2 in this case.

As in the other movement

cited, the breve in 02 is one-and-one-half times as long
as the breve in j£„

However, in the present work, the

dissonance distribution and note values used are quite
different from those in the work cited earlier.

In the

Magnificat movement there are 59 dissonances, of which

5k (91.53$) are semiminims and the rest minims.

While

long notes (semibreves and longer) predominate in the
lower voices, semlminim motion predominates heavily in
the upper parts, making a true duple proportion quite
unlikely for this section.

Apel's conjectural tempo for

JZJ (M.M. 6k for the semibreve) appears much more likely
to afford a good reading of this piece than does M.M.9 6 .
Whether the two Agricola works discussed show a differ
ence which the composer intentionally and consistently

^ b l d . . p.

1 7 9

.
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observed between ft and C2, it is impossible to know; it
is obvious, however, that the Magnificat movement should
be performed more slowly than the Sanctus from the
Missa Paschalls.

ftT

d.

Yet another combination signature

turns up in Agricola's music, this one in the Credo of
the Missa Le Serviteur (Lerner, Vol. I, p. 24),

In this

case a proportion is applied to the voices in ft while the
one in 0 is in integer valor.

A true duple proportion is

observed, with the breve in 0 equalling three breves in

0,

The dissonance distribution is consistent with a

duple proportion:

of 105 dissonances, two (1 .90$) are

fusae, 75 (71.43#) are semiminims, 25 (2 3 .81#) are minims,
and three (2 .86#) are semibreves; the average length per
dissonance is 2.63 fusae„

The large number and high per

centage of semiminim dissonances is due to the large num
ber of two- and three-semiminim groups in the upper parts.
Such small groups of semiminims greatly add to the number
of dissonances while not appreciably changing the general
impression of the work as consisting mainly of minims and
longer values; such a distribution is in contrast to the
Magnificat movement discussed above, in which there were
long melismas in semiminims which would be quite awkward
in the fast tempo required by true duple proportion.
e.

CClCCl.

Among the pieces analyzed, this

signature occurred only in the Fecit potentiam of Lud-
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ford*s Magnificat Benedlota.1

As was the case with the

Ashewell combination signature cited above (p, 32*0, this
one has no discernible notational significance*

note

values are similar in all parts, there is no possibility
of repetition of the (6 voices against the C voices, and
circumstances of placement of the signatures make scribal
error unlikely, though possible.
(other than unity) is present.

No proportional ratio
The basic tempo is prob

ably signified by 0 rather than- C, for the values are
mainly semibreves and breves.
7.

Teni'pus imperfectum (dlmlnutum)--a strange case.

One instance of the ftJ signature remains to be discussed*
the Dona nobis pacem of Richard Alwood’s Missa Praise
Him praiseworthy, which, with no change of mensuration
sign from the previous
to the measure.

is in a meter with five minims

In. at least one voice at all times

there is a constant succession of breve-mlnim, and the
five-minim groups continue for thirty measures.

The

values are quite similar to those in the preceding sec
tion in $ and argue a tempo at or only slightly faster
than integer valor.

Of 12^ dissonances, one (.81$) is

a fusa, 107 (8 6 .29#) are semiminims, and sixteen (1 2 .90#)
are minims? the average length per dissonance is 2.25
fusae, even shorter than in C.

However, the unusual

■'’Paul Doe, Early Tudor Magnificats. I, 110.
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metric structure acts to prevent dissonances longer
than a minim.

In fact, the almost constant minim mo

tion in one or the other of the two lower voices even
prevents many minim suspensions from occurring, so that
the preponderance of semiminim dissonances might be a
bit misleading with regard to tempo.

In any event, a

true duple proportion with regard to C is impossible
for this piece, an excerpt of which is shown below.

Fig. 2*1-7. Unusual metric structure in Dona nobis pacem
from Alwood's Missa Praise Him praiseworthy.
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8.

Summary for tempus lmperfectum.

It is not

possible to arrive at a specific tempo for any piece in
any of the above signatures.

It is, however, possible to
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state in certain cases that a given signature may mean
different things at different times, and it is often pos
sible to distinguish between those meanings in the case
of a particular piece.

All of the signatures which oc

curred in the music analyzed show a definite profile in
the distribution of dissonance values»

Among the signa

tures under which dissonances are predominantly semi
minims or shorter are C, Jt, C2, fif&fic and its variants,
C2-C2-02-C2, C3, £-02-#-#, and ##0#„

Among the signa

tures under which dissonances are predominantly minims
or longer are (C)3,

#3» (tf)3»

and (C2)3.

All

of the duple proportions (except j), which in any case
probably means sesqultertla in the one instance in which
it appears) are thus aligned with integer valor in using
mainly short dissonances, while all of the triple pro
portions except C3 are in the group using mainly minim
values or longer0
9o

Tempus perfectum (0).

Next to #, this was

the mensuration most often found in the music analyzed*
53 sections began with this signature.

In them were a

total of 3»739 melodic dissonances* two. semifusae (.'05#),
237 fusae (6 .3^#)» 2,863 semiminims (7 6 .63#), 63^ minims
(1 6 .79#), and three semibreves (.08#), for an average
length per dissonance of 2.28 fusae.

The percentage of

fusae is unusually high in this mensuration, and the
distribution of this value is fairly widespread among
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most of the composers using this signature, rather than
being concentrated in one piece as was observed for fusae
in 0.

It may be taken, then, that pieces in 0 quite gen

erally are restricted to a slow enough tempo to accommo
date such short values.
A few pieces stand out as exceptions.

The Kyrie II

from Ockeghem's Missa Mi-mi contains thirteen dissonances*
four semiminims, nine minims„

However, there is no rea

son to suspect any change of tempo from Kyrie I, also in
0„ and a quickening of tempo to reflect longer note va
lues would ruin the contrast between the Chrlste eleison
(in 0) and the ensuing Kyrie II.
Nicholas Ludford's Magnificat Benedicta (cited on
page 328) opens with a movement in 0 consisting mostly of
quite long values.

After a double bar, a new movement

begins (in 0) with gradually quickening values.

Here

again, a slow tempo at the beginning is almost certainly
intended, for there is no indication that the minim
changes in length as the values gradually quicken.
9°

Tempus perfectum. proportlo dupla.

Two sig

natures were found in the music analyzed which techni
cally signified duple proportion in perfect tempus* 0 and
02,

The reader is referred to the discussion of propor

tion above, page 3°°» for a summary of the ambiguity con
cerning the interpretation of these two signatures.
Briefly, 0 is generally held to mean triple division of
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the breve, while 02 is usually thought to mean triple
division of the long.
ai

02.

This signature occurred in only one

section in the music analyzed, Mouton's Exsultet. con.jubilando Deo.1

in which the meaning for 02 advanced on

page 300 is directly refuted, showing once again that
prescriptions of theorists are not always followed in
practice.

The ternary division in this piece is of the

breve, not the long.

The dissonance distribution sug

gests a brisk tempo: of 134 melodic dissonances, 63
(47.01#) are semiminims, 70 (52.24$) are minims, and one
(.75$) is a semibreve; average dissonance length is 3*09
fusae.

Motion in this work is predominantly in breves

and semibreves, with some minim scales and some two-note
semiminim groups.

A true duple proportion appears too

fast for this piece; however, a relationship in respect
to 0 such as that suggested by Apel between C and $
appears quite possible.
b.

£.

This signature occurred in 27 sections,

which contained 2,177 melodic dissonances; 68 fusae
(3 „12$), 1,739 semiminims (79.88$)* 361 minims (1 6 .58$),
and nine semibreves (»41$), for an average length per dis
sonance of 2.33 fusae, only marginally greater than the

Josephine Shine, The Motets of Jean Mouton, Ph.D.
diss., New York University, 1953* Vol. I, p. 267.
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figure for 0 (2.28) and considerably less than that for

0 (2 .55).

For this mensuration, as for 0 , the fusa dis

sonances are well distributed, and a fairly slow tempo is
postulated to accommodate them.

While it is possible

that the basic tempo for 0 might have been meant to be
faster than that for 0 , it is also arguable that, except
where 0 directly follows 0 , the two are practically syno
nymous in respect to tempo,^

In fact, in the music ana

lyzed for this study, no section in 0 does directly follcw

Drake (The First Printed . . . Motets, p. 132) finds

0 and 0 to be quite similar and indicates equivalent semi
breves in each. He further finds the distinction between
0 and 0 to be similar to that between C and 0, with tempi
in 0 and C being somewhat slower than that for 0 and 0,
Tinctoris terms the relationship of 0 to 0 "an exci
ted sesqulaltera" ("cohcitae instar sesquialterae") and
says that "it is proper to show the speeding up of the
measure by this sign." .(Proportlonale. ed. by Seay, p. 29.
See also Melin, Tinctoris, pp. 48-50.)
Charles Hamm points out (A Chronology of the Works
of Guillaume Dufav based on a Study of Mensural Practice.
1964, pp. 63-64) that both Anonymous XII and Ornithoparchus refer to the stroke of diminution as an indication
of a reduction by one part, meaning one of the two parts
of C and one of the three parts of 0, rendering 0 an ex
act duple proportion of C and 0 an exact sesqulaltera of
0.
Melin points out (Tinctoris. p. $1) that Tinctoris
never combines 0 with any other sign and states that
this fact may confirm the possibility that 0 does not
indicate an exact proportion. This supposition is fur
ther strengthened by the fact that Tinctoris always uses
numbers when an exact sesqulaltera is required (Melin,
P* 55); however, 0 is still seen as demanding a faster
tempo than 0 .
On the other hand, Pietro Aaron (Instltutione Har
monica II, 55) gives a strict duple relationship between
0 and 0, as well as between C and 0 . See Bergquist,
Aaron, p. 198.
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one in 0 , though the pattern 0 - 0 - 0 occurs occa
sionally, especially in Eyries."*"

If a difference is

implied between 0 and 0, it cannot, except rarely, be
true duple proportion.
One section does stand in contrast to the rest of
the sections in 0i the Et in Spiritum from Agricola's
2
Credo Vllayge.
This section consists mostly of breves
and semibreves, and the dissonant notes are four semi
minims, twelve minims, and eight semibreves, for an
average dissonance length of 5*00 fusae.

A true duple

relation to 0 would be quite possible for this piece,
though the preceding 0 section would not work in a true
duple relation to C.
10.

Proportlo tripla in tempus perfectum.

Triple proportion appeared in two signatures, 03 and 3 ;
they are dealt with in that order.
a.

03.

This signature headed two sections

analyzed for this study, one each by Agricola and Bauldeweyn.

In those sections were found 73 dissonances*

eight semiminims (1 0 ,96$), 60 minims (8 2 .19$), and five
semibreves (6 .85$), for an average length per dissonance
of 4.05 fusae.

A true triple proportion would be far

too fast .for either of these sections, but a sesqulaltera
■^Srlarean advocates use of this pattern (Dodecachordon II, 234).
2
Lerner, Agricola. Vol. II, p. 417.
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interpretation, better expressed by 0^, seems quite
reasonable
bo

30

This signature appeared in two sections

by Agricola, where they may quite plausibly be inter-

2

preted as a true triple proportion with respect to 0 .

In the two sections analyzed there were 39 dissonances:
27 minims (69.23#) and twelve semibreves (30 *77%)1 motion
was mainly in semibreves and breves.
The signature 3 is used in conjunction with colora
tion in. Josquin*s Ave Maria.^ where the top two voices
have coloration in £ and the lower two have the 3 signa
ture.

In this case the meaning of the signature is defi

nitely a sesqulaltera in relation to

For an instance of semibreve coloration simulta
neously with and equivalent to the signature 03, see
Drake, Op. clt.. p. 130. For use of 03 in one source
and £3 in another source for the same piece of music,
see ibid., p. 131| likewise, for 03 and 3» Drake makes
the point that for all of the substitutions of different
signs for triple-meter sections in Motettl A and Motettl
B "The only point of unanimity is the figure 3* and whe
ther it is alone, or prefaced with either 0 or £ seems
to be of little consequence."
2

0
For apparent equivalency of 3 and 3» see David
Gehrenbeck, Motetti de la Corona: A Study of Ottavlano
Petrucclts Four Last-Known Motet Prints. Ph.D. dlssertatlon, Union Theological Seminary, 1970, Vol. I, p. 293.
He cites Petrucci's use of the former signature in one
partbook and the latter in another for the same passage,
in both cases meaning sesqulaltera (see also p, 297).
3
Werken van Josquin des Pres, I, 3 I see also Per
kins, Lherltler, p. 19^."
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11.

Sesqulaltera.

The signature Og occurred

only once in the music analyzed, in the seventh section
of the Credo from Carlir's Missa Sine n o m i n e This
section contained only twelve dissonances, ten minims
and two semibreves; and motion was mainly in semibreves,
with some minim scale passages.

A true sesquialtera

relation to 0 is eminently reasonable.
12.

Tempus perfectum. simultaneous signatures.
a.

0000C0.

This combination occurred once in

the music analyzed, in the Amen from the Gloria of Ashewell* s Missa Ave Maria.

Here, as in earlier sections

cited from this mass containing simultaneous signatures,
no diminution actually occursi the semibreve in C equals
that in 0, the controlling mensuration.

Aside from the

C signature in the cantus flrmus voice, the piece is a
perfectly typical one in 0 as far as dissonant note-values
are concerned.
b.

0000€0.

This is the combination of signa

tures in the section immediately preceding that just dis
cussed.

In this case, the minim in 0 equals that in €,

and the breves are also equal.

Again, 0 is the control

ling signature, and the dissonance durations are entirely
typi cal.

^"Transcribed by the writer from Vienna, Nat. Lib.,
Ms. 11.883,
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c.

00£0. This combination of signatures

appears similar to that immediately preceding, but its
use in the Sicut erat of Agricola*s Magnificat Priml
ton!'*' is quite different.

Again, 0 is the controlling
2
mensuration, but in this case the augmentation normally
associated with a use of 0 against 0 is observed, so
that the breve in 0 equals a longa in 0„

The dissonance

distribution is, again, quite consistent with that found
in typical sections in 0,
d.

03 03

02

signature appears only

in the fourth section of the Gloria of the Ashewell
Missa Ave Marla.

Technically the signatures call for

sextuple proportion with respect to 0 in the top two
voices, and triple proportion in the bottom two.

Actu

ally, no such distinction is observed in the music*
breve equals breve throughout.

Because of the long

values employed— mostly semibreves and breves, with a
few minim passages--a triple proportion with regard to 0
is quite possible; sesqulaltera would be impossibly slow
and a 6*1 reading far too fast.
1

Lerner, Agricola. Vol. II, p. 222.

2
—
According to Aaron (Instltutlone Harmonica II, 32;
Tosoanello I, 3^; both cited in Bergqulst. Aaron, p. 215),
the minim in © equals the semibreve in JZJ; by extension
of his principles concerning major and minor prolation
and duple proportion, it is safe to say that the equa
tion also holds for € and 0.
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e.

OCC and variants.

This heading refers to

the Et incarnatus from the Credo of Mathurin Forestir's
Missa L'homme arme.^

In spite of the fact that through

out most of the piece two voices are in C with only one
in 0, the latter is the controlling mensuration.

The

voices frequently change mensuration, so that the sound
ing 0 constantly migrates from voice to voice.

This

change occasionally happens in the middle of a C breve,
but always at the beginning of an 0 breve.

At breve 33»

the combination changes to 0CO, and one ternary breve
later to 0 00, with the diminution in 0 strictly observed
in both signatures.

The dissonance distribution is more

heavily weighted with minims than would be expected for
either C or 0, but

not too much so for

thenormali .v.

tempo to be usable.
13.

Tempusperfectum— summary.

Both

0 and 0

appear to be indicative, in most cases, of moderate to
slow tempo, while the single example in 02 and those in
0
3
03, 3 , and Og seem to call for-considerably faster tempi.
In some cases a mathematical ratio can be assumed.

For

most of the signatures cited (except for 0 and 0 ), far
too few examples have been analyzed for any binding
generalizations to be made.

■^Transcribed by the writer from Brussels, Bibl.
Roy., Ms, IV.922 ("Occo Codex").
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Tempus imperfectum. prolatio major: € .

Two sections in this mensuration were analyzed, one each
by Ashewell and Aston.
were quite short*

In both cases, the dissonances

of 159 dissonances, fourteen (8.81$)

were fusae, 141 (b8.68$) were semiminims, and four
(2 .52$) were minims; the average length per dissonance
was I .96 fusae.

This certainly points to the advisability

of a moderately slow integer valor tempo.

Both sections

follow sections in 0, so that an augmentation relation
ship is not ruled out; however, true augmentation would
make the ® sections quite stodgy, and an i.v. tempo
approximating Apel's conjectural one (M.M. 96 for the
minim) seems much more likely in each case than does
augmentation.
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CHAPTER IV
SCHOOLS AND COMPOSERS

In this chapter are given (1) a brief overview of
dissonance distribution among the schools and periods
covered by this study,
posers,

(2) a survey of individual com

(3) a brief discussion of the distribution of

unusual and unique forms, and (40 a dlsfcussion of unusual
distribution patterns0
The schools and periods covered (including indivi
dual composers) are recapitulated here*
I.

Netherlanders o
A. Early (most or all works prior to 1500)*
Obrecht, Ockeghem, Tirctoris,
B. Middle (most or all works prior to 1520)*
Agricola, Pevin, Porestir, Gascongne,
Isaac, Josquin, La Rue, Pipelare,
Prioris, Silva0
C. Late (early works prior to 1520)* Bauldeweyn, Brumel, Carlir, Champion,
Divltis, Genet, Mouton, Rener, Richafort, Senfl, Verdelot, Willaert.
Hi
English Schoolo
Ac Early* Erowne, Kellyk, Sutton.
Bo Middle* Alwood, Ashewell, Lambe, Sturton, Wylkynson0
C. Late* Aston, Carver, Ludford.
III. Others.
A 0 Middle*
Coppini, Pinck0
Bo Late: Bruck, Festa, Fogliani, Sticheler0
Only the English school and the Netherlands mainstream
can be treated here as reasonably defined entities, be
cause of the small amount of Italian and German music

3^0

3*a
Involved.
In Table 6 (page 3^2) Is shown, for each dissonance
type, the distribution among the schools and periods (in
the table, E - early, M = middle, and L = late).

The

abbreviations shown on page xxvii are used in Table 6 to
designate the dissonance types.

For convenience, the

abbreviations are shown below.
pt = passing tone
In = lower neighbor
un - upper neighbor
et = escape tone
an = anticipation
ftl = free tone, type 1
ft2 = free tone, type 2
ap = appoggiatura
de = dissonant entry
dp =dissonant preparation

s = suspension
6 A = six-four sonority
o/5r = regular six-five
o/51r - irregular slxfive
o = diminished sonority
+ = augmented sonority
tt = tritone
x = simultaneouscrossrelation
ms = miscellaneous sono
rity

An A preceding any of the above means that the dissonance
is accented (e.g., Apt = accented passing tone).
In most categories of dissonance, the specific types
which are most numerous are most evenly distributed.

The

less often a particular dissonance occurs, the more
likely it becomes that its distribution be uneven.
the

case of dissonance types which

In

occur only a very

times, no true pattern of distribution can be said to
exist.

few

Table 6. Distribution of dissonance types among schools and periods. Frequency indi
cations! -H- = much greater than average (more than twice as often as in the whole
repertoire); + = above average (1.25-2 times average); a = about average (.75-1.25
times average); - = less than average (.25 to .75 times average); — = much less
than average (less than .25 times the average); o = did not occur.
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In the case of only one dissonance type, the semiminim passing tone, was the distribution (as shown in
Table 6, page 3^2) average for all schools and periods
(i„e., for each school or period, between 75$
of the average for all schools and periods).

125$
The fact

that all groups shows percentages in the '•average"
range does not, of course, mean that all were identical.
The somewhat lower percentage found in the early English
group has been pointed out (see Table 3» page 79)•

The

"average" distribution for all groups does, however,
mean that (1) differences between individuals within a
group are often much greater than differences between
groups, and (2) differences between groups are not
great enough to be meaningful in the consideration of
any single piece.
For the other passing tones, some meaningful dif
ferences may be observed.

In all periods, the English

apparently leaned slightly toward use of longer values
in passing motion than did the Netherlanders.

A simi

lar tendency is shown in the case of the accented pass
ing tones* for fusa values, the Netherlanders show
higher percentages, but for semiminims and minims, the
English do.
The English wariness of lower neighbors is shown
by the fact that in six of the nine categories (x'usa,
semiminim, and minim times early, middle, and late) the

3*^
percentage is below the average for the whole repertoire,
and in no category is it higher than average.

In con

trast, the Netherlanders used this dissonance at or above
the average rate in seven of the nine categories.
The distribution of escape tones shows two points
of interest*

(1) the English, in all periods, used the

semiminim escape tone less than average, while use was
average in the Netherlands group in all periods; and
(2) the usage of the minim escape tone decreased in all
schools from early to late, and by similar percentages.
The distribution pattern of the semiminim antici
pation shows that use of this dissonance decreased
markedly in the English school while Increasing among
the Netherlanders.
The extreme rarity of the dissonant-preparation
idiom in English music is shown quite unmistakably;
somewhat surprising is the low rate of usage of this
dissonance in the early Netherlands group.
Distribution patterns for suspensions show that,
for the semiminim suspension, usage slowly declined
among the English and slowly rose among the Nether
landers.

For the minim suspension, the English usage

is consistently less than that of the Netherlanders0
The high rate of usage of the semibreve suspension
among the early Netherlanders is quite conspicuous.
The

early English leaning toward "irregular" 6/5

3^5
sonorities is clearly shown, as is an apparent slight
decline in the use of diminished sonorities, coupled
with a slow Increase in usage of the latter among the
Netherlanders.
I.

Netherlands Composers— Early Period.
A.

Obrecht. Jacob (c. 1450-1505).
1,

Dissonance Treatment„
a.

Number and distribution.

Table 7 (below)

shows (1) how many dissonances of each type were found in
the works by Obrecht analyzed for this study, and (2)
their frequency of occurrence as compared to the frequen
cy for each type in the whole repertoire.

Table 7 o Dissonances found in works by Obrecht analyzed
for this study. Frequency indications* as in Table
6, page 3^2 (and likewise in similar tables hence
forth) o Number of instances shown in parentheses.
-H*+
a
—

(32)
(146)
?85 total dissonances.

(546)

(55)

•

(6)

For those dissonances occurring only a very few

3^6

times, even those few occurrences may indicate a per
centage of use far above that observed in the whole
repertoire.

Such a high percentage must not be taken

as necessarily indicative for the entire output of the
composer; it only shows that the dissonance in question
does, indeed, occur.

Dissonances not shown in Table 7

were not found in the works by Obrecht analyzed for
this study.
Minim suspensions occurred somewhat more often than
average in Obrecht*s works, and semibreve suspensions
much more often than average.

Among the dissonances ap

pearing less often than average were escape tones (semiminim and minim), anticipations (likewise), and the minim
dissonant preparation.
b.

Unusual and unique forms.

A number of melo

dic segments containing dissonance were found (in the
repertoire analyzed) only in Obrecht*s music, or predom
inantly there with only single examples or variants in
the work of other composers.

All of these segments oc

curred so infrequently in Obrecht*s works that they can
not be termed characteristic of his style, though their
appearance in this composer's music and nowhere else in
the repertoire analyzed is worthy of note.

The seg

ments in Fig. 2^8 (page 3^7) and others like them in
this dissertation are shown with a two-fold purpose*
(1 ) in

cases where the segment occurs several times (and
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almost all such cases are shown), It may tend to show a
mannerism peculiar to the composer;

(2 ) in cases where

the segment is unique in the repertoire, it shows a con
text in which the composer in question, and no other,
permitted dissonance.

The cases shown in which a seg

ment occurs only once are chosen from two alternate
viewpoints:

(1 ) the segment shows quite unusual disso

nance treatment (such as Figo 248c, in which one would
certainly expect a suspension on minim 3 rather than a
minim lower neighbor on minim 4), or (2 ) it shows dis
sonance treatment which appears entirely unremarkable
except for the fact that it occurred so rarely in the
repertoire analyzed.

Fip.;. 248. Some segments found only in Obrecht. Num
bers under segments denote locations: 16:67 means
the 67th measure of Section 16 as listed in the
Appendix.
248a
248b
248c
248d
248e

,

16167 71 1 3 1 3 0
(also 1 6 :
65 and 69
with no
let or iet)

717

6:41

17 *301

In all, 31 segments were noted in Obrecht*s music
which did not occur in any of the other music analyzed;
they accounted for 44 dissonances, 5«6lj£ of Obrecht's

3^8

total, a rather low figure compared to the average of
10.00$ for the entire repertoire0
Several passages in the works "by Obrecht analyzed
for this study are sufficiently unusual to merit full
quotation.

Among them are two excerpts from Pars I

of the six-voice Salve Regina„

One excerpt has already

been shown (Fig. 1?5, page 209); with its mellifluous
parallel thirds and the freely used 6/5 sonority, it
almost prefigures Sibelius.

Fig. 2^9 ("below, set to

the word "flentes," weeping) is one of the harshest pro
gressions found in any Obrecht work analyzed.

Fig. 2^-9u Unusual passage in Obrecht, Salve Regina,
Pars I, measures 67-69 »
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Problems of muslca ficta arise in the secunda pars
of the Salve Regina; three of them are shown below.

In

Fig. 250 a 6/5 dissonance is followed by a cadence con
taining a potential cross-relation (in the Smijers edi
tion, the cross-relation is present; the present writer
offers the alternative shown below the notes).

Flp;. 2 50. Possible cross-relation in Obrecht, Salve
Regina. Pars II, measures 207-209.

s

m

Figs. 251 and 252 show similar (but not identical)
cadences, one of which cannot have been a double-leadingtone cadence, the other of which may very well have been.
In Fig. 251, the G in the top voice must remain natural
because of the B-flat two notes earlier; however, in Fig.
252, the G# in the middle voice is perfectly permissible
and. (given the three-voice setting and the regular reso
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lution) quite likely.

The apparent artistic inconsis

tency between these two cadences a few measures apart
could be resolved by treating both alike (either G-natural and C# in both, or no sharps in either); but this
procedure is not necessary because of the difference
between the two cadences.

Further, the element of vari

ety in cadence structure 'is important, and in this case,
is paralleled by variety in other factors.

Flp;. 2 51. Three-voice cadence, double leading tone un
likely.
Obrecht, Salve Regina. Pars II, measures
221-222.,

a
-v____

St l
M

m

FIg. 252. Three-voice cadence, double leading tone
likely. Ibid.. measures 227-228.
± _______

j!t

Ml

i
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An unusual dissonance complex sounds against the
long-held A in the top voice of Fig. 253 ("below), taken
from the Mlssa Sub tuum praesldlunu

Fig. 253. Dissonance-complex in Obrecht, Mlssa Sub tuum
praesldium. Agnus Dei I I I , breves 63-65 (Obrecht,
Opera Omnia. Mlssae V I , e d . by M . van Crevel).

t
c*

Texture.

Of the 785 dissonances found in

the works analyzed, 373 (^7 *52^) occurred in textures
of five or more parts.

A breakdown by types is given in

Table 8 , page 352.
Several points of interest may be noted in Table 8 .
All three suspension types occur predominantly in normal
texture.

All of the dissonances which occur in abnormal

texture more often than Obrecht's over-all average
(^7 .52$) are approached and/or left by step (except the
two occurrences of the minim escape tone); no other dis
sonance involving leaps occur in abnormal texture more
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than a third of the time.

Also of interest is the

nearly exact 50# figure for all durations of accented
passing tones, as well as the fact that for all dura
tions of unaccented passing tones except the semibreve,
the figure is over 50#.

Table 8 . Dissonance types in Obrecht, ranked in as
cending order of percentage of instances in ab
normal texture (five or more parts). Fractions
indicate instances in abnormal texture/total.
Diss. Number

Pet.

0/6
0/2
0/2.
0/1
0/1
0/1
0/1
5/22
1/4

B.

0
0
0
0
0
0
0
22.73
25.00

Piss. Number
4s
£s
o
fttl
676ir

AAvt
Hbt
%Apt

33/117
8/27
3/10
1/3
3/8
41/83
8/16
1/2

Pet.
28.21
29.63
30.00
33.33
37.50
49.40
50.00
50o00

Piss. Number
<>et

m

1/2
1/2
26/50
182/347
46/64
4/5

5/5
1/1

Pet.

50.00
50.00
52.00
52.45
71.88
80.00

100.00
100.00

Ookeghem. Johannes (c. 1420-1497).
1.

Dissonance treatment.
a.

Number and distribution.

Table 9, page

3531 shows how many dissonances of each type were found
in works by Ockeghem analyzed for this study, and their
frequency of occurrence as compared with that for each
type in the whole repertoire.
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Table 9. Dissonances found In Ockeghem's works (symbols
are used as in Table 6, page 3^2).

( W
(33)
W )
192 total dissonances.

(6 5)

Table 9 clearly shows that the dissonances which
are most numerous in the repertoire as a whole are
used less often by Ockeghem than by most other compo
sers, especially the semiminim passing tone, accented
passing tone, and lower neighbor.

These three disso

nances together account for 32.81# of Ockeghem*s disso
nances in the music analyzed, while the semiminim pass
ing tone alone accounts for 3 9*06# of the dissonances
in the entire repertoire.

Ockeghem leans more toward

minim dissonances than do most composers in this study*
36.98# of his dissonances were minims, compared to
2^.63# in the whole repertoire.

The figures above are

based on a small number of sections, so that too great
a significance should not be read into them; however,
they may at least serve to indicate general tendencies.
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2.

Unusual and unique forms.

The following are

a few of the forms which were found only in Ockeghem's
worksi

Fig. 254. Some idioms occurring only in Ockeghem (num
bers refer to sections and measures).
254a

254b

254c

254d

254e

4*10
5*155

4*19

4*21

4*57

1*4

The individuality of Ockeghem®s dissonance treat
ment can be inferred from the fact that 39 of his 192
dissonances catalogued (1 9 .2?#) occur nowhere else in
the repertoire examined.

By comparison, 5*61% of

Obrecht*s dissonances appear only in his works.
Ockeghem's interesting treatment of dissonance
appears time and again throughout his works.

Some

typical examples, all taken from the Mlssa Mi-mi.^
are shown beginning on page 355*

1

Ockeghem, Collected Works, Vol. II, ed. by Dragan
Plamenac, p. 1.

Fig. 255.

Ockeghem, Mlssa Ml-ml. Kyrle I, measures 7-9.
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Fig* 255 contains an interesting problem in musica
flcta.
or not?

Should the last C in the top voice be sharped
Plamenac (in the Collected Works) does so, and

there is no sign in the manuscript to cancel the sharp
for the previous C.

However, ficta sharps, even those

indicated by sign, are normally understood to affect
only the note they precede unless that note is immedi
ately repeated; in the present case a rest intervenes.
Further, the second C# produces a diminished sonority.
The C# at the beginning of the measure is a marvelous
spot of color at that point, one which is perhaps more
expressive if not repeated (though one could argue for
the second C# by pointing to the unequivocal resolution
to C-natural in the next measure).

Another possible so

lution is to raise both C and G at the fourth minim of
measure 8.

For the present, the judgement is made that
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the second C should he C-natural, and that this fact Is
indicated by the rest preceding the note.

Fig. 256. Ockeghem, Missa Mi-mi. Agnus Dei II, mea
sures 29-3 0 . Weak-beat suspension.

i t --- —

—

Fig. 257. Ockeghem, Missa Mi-mi. Agnus Dei III,
beginning.

T
Fig. 257 contains one of the expressive high points
of the Mass 1

a semibreve anticipation in the bass, which

gives the rich harmony (an E-minor triad above the

low A)

plenty of time to sound before

the consonance succeeds it

— a consonance achieved by the

slow raising of the

middle voices, as if lifting a great weight.

two
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3.

Texture.

All of the sections by Ockeghem ana

lyzed for this study were In normal texture.

Ockeghem's

only work in six or more parts, the 36-voice Deo gratlas.
is not included in the tabulations for this study.
is omitted for three main reasons:

It

(1) its 36 voices

are so atypical for the time and include so many disso
nances that its inclusion would probably skew the re
sults of this investigation;

(2) its surviving sources

are faulty (see discussion below); and (3) there are
doubts as to how the work is to be realized (also dis
cussed below).

No matter what the solutions to the

above problems might be, the dissonance treatment in
the work is apparently quite straightforward.

Over a

constant harmonic progression of 1=11-»V in each perfec
tion are found numerous short stepwise dissonances,
with few suspensions and few minim dissonances.

Every

dissonance occurs at least nine times, since there are
four nine-voice canons to make up the 36 voices.

Voice

parts for this work are shown in Pig. 258, page 358.
The earliest extant source for Deo gratlas is appar
ently

the Petreius print Tomus tertius psalmorum

(Nttrnberg, 15^2).

Deo gratias is the last work in the

publication (#40), and Josquin's 2^-voice Qul habitat
in ad .tutorlum is the first.'1'

^Riemann (Handbuch der Muslkgeschlchte. II, 239) sees
this position as an adverse criticism of Ockeghem's work;
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Fig. 258. Ockeghem, Deo gratias. as found in Petreius,
Tomus tertius nsalmorum (Ntirnberg, 15^2). The
work is reprinted in Neuber, Cantiones triginta
. . . (ed. Stephani), 1568, witn the superscription
Musis ter trinis. . . A facsimile of the Petreius
print appears in Lowinsky, "Ockeghem's Canon for
Thirty-Six Voices."
(Canon) Novem sunt musae. Omnia cum tempore, (all voices)
Dis cantus

IB-

Tenor

f

i;r 1

*^1 Ftif?
_________

Bassus
S -g

3

?

_____________________

l~lo=^

f- ~

Feininger sees the placement of this work at the end of
the volume as analogous to the closing of the Mass (Die
Frtlhgeschichte des Kanons. Emsdetten, 1937, PP» ^5-^9) •
See also Edward Lowinsky, "Ockeghem's Canon for ThirtySix Voices* An Essay in Musical Iconography" in Essays in
Musicology in Honor of Dragan Plamenao on his 70th Birth
day (edo by G„ Reese and r7 Snow 5. 1969, p. 1550
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In Fig. 258, in the Altus, at the mark "a," the
part is apparently a third too high (i.e., a clef change
was omitted), thus yielding repeated major seventh chords
on downbeats, many of which are not resolved.
errors are pointed out by Feininger.

These

At "b" the middle

note of the coloration group is probably intended as a
colored semiminim (i.e., with a tail).

The clef should

be restored to third-line C before the final long, at
either (c) or (d).

The Discantus part also contains an

error1 the fourth note from the end should be a semi
breve rather than a breve.

The only modern source in

which this motet appears transcribed is Hugo Riemann's
Handbuch der Muslkgeschichte (Vol. II, p. 239)» in which
the rhythmic errors in the print are corrected, but the
Altus part (from "a" to "c" or "d") is retained a third
too high.

Riemann prints the music on nine staves, main

taining that at no time are more than eighteen voices
employed

simultaneously (p. 238; Reese echoes this

view in Music in the Renaissance, p. 124, as does Lowin
sky, "Ockeghem's Canon," p. 159)»

Indeed, If one takes

literally the voices as shown on page 358 and in the
print, this statement is truex the work begins with nine
statements of the Discantus, followed by nine of the
Altus (though the entries are irregularly staggered, sug
gesting an error in the number of rests in the following

parts).

By the time the Tenor enters, the Discantus is
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finished; and by the time the Bassus enters, the Altus is
finished, leaving only tenors and basses to finish the
motet.
There are, however, some difficulties with the above
reading.

First, the idea of bringing to a close a 36-

voice work by using only half the parts, and that half
being the lower voices, all clustered in a range founded
at the top by Middle C, is intrinsically unlikely.

Cer

tainly there are pieces scored throughout for a lowpitched complement of voices (e.g., Josquin“s Absalon.
fill m l ), but even in these works, the full complement
is employed at the final cadence.

In the repertoire ana

lyzed for this study, the final cadence always includes
all voices, though in one case (the second section of
Pars II of Obrecht*s Q.uis numerare queat) a voice which
divides at the beginning of the section returns to
unison and remains so until the end.
Another difficulty with the literal reading of
this work is that the cadence-notes in the lower three
parts (F, A, and F respectively) clash with the I-V
harmonic scheme.

Riemann's edition solves this problem

by two simple expedients*

(1) he makes the final note

of the Altus an imperfect breve rather than a long,
and (2) he ends the piece with the final long of the
first tenor part rather than permitting all the tenor
parts to sing all the way through; the same procedure
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applies to the bass.

Thus, the ending in the Riemann

edition is for only fifteen voices, three voices having
rests at that point0
Entirely aside from the unlikelihood of employing
a 36-part choir of which only fifteen parts sound the
final cadence, the sound of the last section of the piece
as transcribed by Riemann would be unbearably thick and
grumbly; this alone would contribute to the disrepute
in which Deo gratlas has been held (Riemann, Handbuch,
T I , 238: "that the editor (Forster) placed first, not
Okeghem, but rather Josquln, is perhaps a just criti
cism.

For Josquin has excelled his teacher . . «.").
Another solution for this canon is here proposed*

namely, that the upper two voices, rather than singing
their final longs, were to repeat their music from
the beginning (disregarding breve rests before first
entrances) until all voices had finished.

Such a pro

cedure would allow for a much greater sonority, better
use of the performing

forces, and elimination of the

harmonic problems mentioned above.
are to be found in this solution*

Some difficulties
(1 ) there is no

notation to this effect in the sources (though they
are so late and so faulty in other respects that some
such indication could have been present in earlier
sources which-was omitted in these);

(2 ) in the absence
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of such indications, there is no historical parallel
or other justification for such a precedure known to the
writer? and (3) this procedure leads to parallel octaves
for occasional two-note pairs once the writing reaches
more than about 22 parts.
Concerning point (1) above, it should be noted that
• even the superscription for the canon is regarded as hav
ing originated with the editor of the 15^2 print (Georg
Forster) rather than with Ockeghem (see Lowinsky, "Ockeghem's Canon," pp. 166-167).

In regard to point (2),

it might be observed that this particular piece also has
no historical parallel, and that exceptional procedures
might well have to be employed in such a case.

As for

point (3), after more than about twenty voices are in,
the parallels are quite inaudible and practically una
voidable.

There are, however, no parallel fifths even

when all 36 voices have entered.

"Forbidden parallels"

are far from unknown at this time even in three-part
music, and it is quite doubtful that Ockeghem would
have felt undue concern about a few two-note pairs in
36 parts.
This motet has been transcribed by the writer ac
cording to this proposed solution, and was performed in
a music history class under the direction of Dr. Wallace
McKenzie at Louisiana State University in the fall of
1976.

The effect was overwhelming (one participant
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termed it "an F-major roar"1 ), and the piece certainlysounded much better with a final cadence spanning three
full octaves than it would have with the final cadence
restricted to the lower octave and perfect fifth of that
range.
This solution, which makes the piece

breves in

length rather than Riemann®s 36, is therefore seriously
proposed as an alternative to the interpretation which
limits participation to a maximum of eighteen voices at
one time.
C.

Tinctoris. Johannes (c. 1^36-1511)— Dissonance

Treatment.

Tinctoris*s theoretical views have been dis

cussed above (Chapter II), and a lengthy discussion of
his usages of individual dissonance bypes is found in
Melin's dissertation, pp. 137“173«

The present discus

sion serves (as do those for the other composers treated)
to compare his procedures with those of others, and with
that found in the repertoire as a whole.
1.

Number and distribution.

In the works of

Tinctoris analyzed for this study, 323 dissonances were
found.

Table 10, page 36^, summarizes the findings,

1The "F-major roar" may be analogous to the "beat
ing of wings with a tone as of roaring waters" mentioned
as one of the characteristics of angelic chant in Low
insky, "Ockeghem*s Canon," in which the motet is seen
as an effort to portray in tone tne nine choirs of
angels„
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showing how many instances of each type were found,
and the frequency of occurrence of each as compared to
that in the entire repertoire analyzed.

Table 1 0 . Dissonances found in works by Tinctoris ana
lyzed for this study. Symbols are used as in
Table 6 , page 34-2.
Ifct (11)
(4-)
Min
(4-)
AApt
(4)

fcftpt (7)
let (21)
Iftl (1)
Apt (4-1)

+ TT)

o/Jr (2)

lAln

h n (1)U p t (27) o (1)
J&t (137)
Ain (140
±un (2)
Is. (10

Ian (1)
let (1)

Jfn (2)
VT(30)

fan (1 )

(24-)
(7 2 )
(183)
323 total dissonances.

(4-3)

(1)

Like Obrecht but unlike Ockeghem, Tinctoris's dis
tribution of dissonances is fairly 'dose to the average
for the entire repertoire.

Only six types of dissonance

(25 examples in all) occurred much more or less often
than average.
2,

Uncommon and unique forms.

Some forms occur

ring only in Tinctoris®s music in the repertoire analyzed
are shown below.
Fig. 259* Figures found only in Tinctoris.
refer to sections and measures.
259a

259"b

1:11

2:7

259c

1*7

Numbers

259d

259©

6:13, 14

5*22
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Melodic segments occurring only in Tinctoris account
for 35 of the 323 dissonances found in the music analyzed,
or 1 0 . 8 ^ .

This figure is quite close to the 10.00#

average for the entire repertoire; it is almost twice the
percentage observed in Obrecht's works, but barely half
that observed in Ockeghem's.

This statistic shows that

of the three composers in the early Netherlands group,
Ockeghem is most inclined to use unusual or unique forms,
Obrecht least so, with Tinctoris occupying a middle
position.
3.

Texture.

All of Tinctoris's music is in

normal texture.

II„

Netherlands Composers— Middle Period.

A.

Agrlcola. Alexander (c. lM-O-1506)— Dissonance

Treatment.
1.

Number and distribution.

Table 11 (page

366) shows how many dissonances of each type were found
in the music by Agricola analyzed for this study, and
their frequency of use as compared to that found in
the whole repertoire.

3 6 6

Table 11. Dissonances found in works of Agricola ana
lyzed for this study. Symbols are used as in
Table 6, page 342,
a

“Ain (8)

fa.pt (2)
m
(28)
fApt (47)
5n(8)
i*an (2)
M i n (7)
Aan (11)
M e (1)
Tfti (l)
£s (37)
(3)

; (10)

65)

<Ant (161)
lit (39)
Xan (12)
1^(44)
it (145)
l£t (4)
ls(l62)
g t (9)
L^ir (8)

(154)
(83)
(584)
1246 total dissonances.

---

l^t (355)
I E (55)
4 u n -(3)
*Aun (1)
ftl (1)
>dp (9)

(424)

iun (1)

(1 )

Several points of interest may be seen in Table 11,
Agricola's usage of fusa dissonances is clearly above
average.

His usage of suspensions is average for both

semiminim and minim values but far above average in
semibreves.

His usage of the semiminim passing tone

is below average, while that of the minim passing tone
is average and of the semibreve passing tone well above
average (though in the latter case only three Instances
were sufficient to achieve that status).

Finally, the

number of distinct dissonance types represented is
quite large— 31 (for purposes of this discussion, dif
ferent durations of similar types are treated as dif
ferent types).
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2,

Unusual and unique forms.

The following are

among the 66 segments occurring in Agricola but not
elsewhere in the repertoire analyzed (the 66 forms in
clude eight in which all occurrences but one were in
Agricola*s music).

•Fire. 260.

Segments found only.in Agricola.

260a

260b

i
17:38, 39, 6 142
40

260c

260d

260e

19:5, 8

17:33, 39, 11:35, 46
40, 41, 42

The 66 segments mentioned above accounted for 112
of Agricola's dissonances, or 8.99$ of the total.
An unusual passage is shown below.

Fig. 26l. Agricola, Missa Primi toni , Credo
(Lerner, Arericolth XI, 316).
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Pig. 261 contains several unusual procedures, among
which the most outstanding are (l) the 6/5 sonority first
articulated as the resolution to a suspension, then rear
ticulated on the following downbeat (see first two arrows
over top voice)}

(2) the tenor suspension resolving down

by fifth (see arrow over third voice); and (3) the double
suspension resolving down by parallel fifths (last arrow
in top voice).

The parallel fifths are not common in

Agricola's music nor in that of any of the other compo
sers included in this study.

However, in Fig. 261 and in

many other passages which could be cited, the fifths
neither appear nor sound inadvertent, and they would have
been easy to avoid.

It is quite apparent that composers

used this device occasionally in spite of disapproval by
theorists.

In the present case, the C's in the second

voice may possibly have been raised in view of their
subsemitone relation to the D at the downbeat of measure
9.

This application of muslca flcta would produce dimin

ished

fifths with the G's in the top voice and is con

sidered quite unlikely on that account; however, even
were the C#'s allowed, the motion from a perfect to a
diminished fifth is not one which received the blessing
of any theorist consulted in the present study.
3»

Texture.

in normal texture.

All of Agricola's sacred works are
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B.

Fevln. Antoine de (1474-1512)--Dissonance

T reatment.
1.

Number and Distribution.

The table below

shows how many dissonances of each type were found in
the works by Fevin analyzed for this study, and their
frequency of use as compared to that found in the
whole repertoire.

Table 12. Dissonances found in works by Fevin ana
lyzed for this studyo Symbols are used as in
Table 6 , page 342.
let (107)
M e t (1)
Aftl (6 )
Ift2 (1 )
tt (1 )

^Aun (2)
Ian (12)
is (42)

fApt (12)

nn

(12)

|pt (246)
lApt (82)

>t
>dp
ian
let

(2 0)
(4)
(1)
(2)

ipt (1)

Tin (38)
‘ . (89)
& (3)
(5-)
te)

(116)
(56)
(493)
693 total dissonances.

(27)

(1 )

The concentration of minim dissonances in the
column indicating usage below average is immediately
noticeable.

In fact, Fevln used 117 minim dissonances

among the 693 catalogued, or 1 6 .88# of his dissonances;
this figure is considerably lower than the 24.63# found
in the entire repertoire.

On the other hand, his 536

semiminim dissonances account for 77.34# of all his
dissonances, substantially higher than the 6 7 .66# figure
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found in the whole repertoire.

Possibly the most con

spicuous single dissonance type in the works analyzed is
the semiminim escape tonei it appears 107 times, more
than any other dissonance except the semiminim passing
tone, and accounts for 15.44# of Fevin*s dissonances,
compared to a figure of 3.77# for the entire repertoire.
20

Unusual and unique forms.

Some forty melo

dic segments containing dissonance were found in Fevin*s
music but not in any other music analyzed.

Most of

these are similar in some ways to segments found in
music by other composers, but the specific ones referred
to are found only in Fevin.

Together they account for

4-6 dissonances, or 6.64-# of the dissonances catalogued,
a fairly low figure.

Some unusual segments appear below.

Fig. 262.

Some segments found only in music by Fevin.

262a

262b

262c

262d

262e

8*10

8*31

7*21

4**27

9*25

The most unusual of these segments is Fig. 262e,
the only Instance found in the music analyzed of a
three-member chain suspension.

The other figures are

not without unusual features, however.

Fig. 262a is the

only instance found in which this particular rhythmic

MISSING IN NUMBER ONLY
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succession ended with an upward leap of a fifth; a
conclusion in which the final semibreve returns up bystep is more often found.

Fig. 262b begins like the Lan-

dini cadence figure, but returns up only by step; fur
ther, its metric placement is unusual.

Fig. 262c is

the only instance found in the music analyzed of an
escape tone following a dotted minim and succeeded by an
octave leap.

Fig. 262d is fairly common in both Fevin

and Josquin with all notes consonant; the anticipation
dissonance appears (in the music analyzed) only uhis once.
Several remarkable passages containing unusual
dissonances were found in works of Fevin.

Fig. 146, page

185,is one of the boldest passages found in the entire
repertoire.

Another passage is

shown below.

Fig. 2,63. Fevin, Missa Super 0 quam glorlflca luce.
Kyrie II, measures 19-250
1
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shows a heavy concentration of cambiata
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figures of several types.

Such concentrations appear

at various points in the Mlssa Super 0 quam glorlflca
luce, less often (hut still with some frequency) in the
other works analyzed.
3.

Texture«,

Only two extant works in more than

five parts hy Fevin were available at the time of this
study: the Agnus Dei III of the Missa De ferla. and the
same movement of the Missa Super 0 quam glorifica luce.
Both were analyzed, together with seven sections in
three or four parts.

Of the 693 dissonances found in

all of these works, 524 (75.61#) \*ere in normal tex
ture.

A summary of the findings is shown below0

Table 1 3 . Dissonance types in Fevin, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnor
mal texture/total.
Piss. Number Pet.
0
0/42
is
0
0/16
o
0
EApt 0/12
0
0/6
m
i .
0
0/2
0
Met
0/1
0/1
0
tt
0
Jan
0/1

Diss. Number Pet.

Piss. Number Pet.

|ft2 0/1
0
0
E'pt
0/1
1/20
5.00
&-pt
As
13/89 14.61
2/12 I6067
lain
Mt
18/107 16.82
Mot
22/82 26.83

6/5r 1/3
33.33
iut 89/246 36018
4ln
15/38 39.47
6751 r 2/5
40.00
lAun 1/2
50.00
M eT
3/4
75.00
Aet
2/2 100.00

'

Possibly the most striking fact shown in Table 13
is the complete avoidance of the semiminim suspension in
more than four parts.

Even the minim suspension is found

in normal texture over 85# of the time.

The most common
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dissonances in abnormal texture are the semiminim pass
ing tone, accented passing tone, escape tone, and lower
neighbor.
C.

Forestir. Mathurin (fl„ c» 1500?)--Dissonance

Treatment.
1.

Number and distribution.

Table lty shows

the number of dissonances of each type found in the
works by Forestir analyzed for this study, and their
frequency of use compared to that found in the entire
repertoire analyzed„

Table 14. Dissonances in Foresbir's music. Symbols
are used as in Table 6, page 3^2,
-H+
a
—
i&t (7 0 )
AAun (1)
ian (4)

*Aln (2)
JAln (1)
AcLp (5)

|Apt (37)
ffiT(l6)
Aan (3)

(91)
(19)
(57)
269 total dissonances.

t (1)
SApt (2)
ipt (6 7 )

(102)

Table 14- shows that Forestir's usage of the sus
pension (minim or semiminim) was substantially below
average, as was his usage of the most-used dissonance,
the semiminim passing tone,,

On the other hand, his use

of minim dissonances is quite high, particularly the
passing tone.

The high percentage of minim dissonances

is particularly noticeable in the Osanna of his Mlssa
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T.*VinmmA flrme. which is in

0 3 1

the other two movements ana

lyzed, both in 0, show lower percentages of minim disso
nances, hut still far above the average for all composers
included in this study.
2.

Unusual and unique forms.

Some 26 segments

containing dissonance were found in Forestir*s music but
not elsewhere in the repertoire analyzed for this study;
these segments accounted for 57 dissonances, 2 1.19# of
the dissonances catalogued in this composer's works, an
unusually high percentage.

Especially noteworthy were

the numerous long successions of minims, of which Fig*
264a shows one example (see below).

Fig. 264b shows a

minim escape-tone figure which occurs nine times in two
movements by Forestir, and once in a work of Sturtoni
Fig. 264c shows an accented minim upper neighbor tone
preceded by a pair of fusae, and Fig. 264d shows a semiminim accented passing tone in the middle of a rising
scale line.

Flgo 264. Figures found only or predominantly in music
by Forestir.
264a

2»2,

264b

31

9 times
(Sturton
1)

• 264c

264d

1*29

3*18
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3.

Texture,

Of the 269 dissonances found in

the works analyzed, 78 (2 9 ,00#) were in abnormal tex
ture,

Distribution by types is shown below.

Table 15. Dissonance types in Porestir, ranked in as
cending order of percentage of instances in abnor
mal texture.
Fractions indicate instances in
abnormal texture/total,
Piss. Number Pot^ Piss, Number Pet,

Piss. Number Pet.

Aan

6 A l r 1/4

;?Aln
.^Apt

jApt
»Aln

t

0/3
0/2
0/2
0/1
0/1
0/1
0/1

0
0
0
0
0
0
0

<Uun

fct
£s

Aet
Iln

0/1
0/1
1/19
1/7
1/5
17/70
4/16

0
0
5 o26
14.29
20.00
24,29
25.00

Jan

lA

VApt
o
$s

11/37
4/11
2/5
30/67
5/11

i£t
Jet

25.00
25.00
29.73
36.36
40.00
44.78
45.45

Apart from a much more frequent usage of the semlminim than the minim passing tone in abnormal texture,
no strong conclusions can be drawn from Table 15.
D.

Gasoongne. Mathleu (fl„ c. 1500?).

One piece

by Gascongne was included in this study— a 12-voice,
possibly Instrumental canon, Ista est speclosa.
piece contains 39 dissonances* 27

This

10^Apt. and 2

All but four of these dissonances occur after more than
four voices are in.

The canon is unusual in having its

entrances rise successively by step.
sonances was unusual in any respect.

None of the dis
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E.

Isaac. Heinrich (c. 1450-1517)— Dissonance

Treatmente
1.

Number and Distribution.

Table 16 shows

how many dissonances of each type were found in the
works by Isaac analyzed for this study, as well as
their frequency of use as compared to that found in the
whole repertoire.

Table 16 . Dissonances found in works of Isaac.
are used as in Table 6 , page 3^2.
++

+

a

-

Symbols

--

E m (3)
6ZE (1)
(106)
(367)
(725)
1,363 total dissonances.

(162)

(3)

Most noteworthy in Table 16 is the high frequency of
use of suspensions (except semiminims) and dissonant prep
arations.

Most minim dissonances are used more frequent

ly than was the case in the whole repertoire, and most
semiminim dissonances are used less than average.
2,

Unusual and unique forms.

Some 102 melodic

segments containing dissonance were found only or pre
dominantly in Isaac's works within the repertoire ana
lyzed} these accounted for 169 dissonances, 12,40# of
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Isaac®s total.

Several of these segments are shown below.

Fig. 265. Segments found only or predominantly in Isaac.
Numbers under examples show how many instances were
found.
265a
265b
265c
265d
265e

Isaac 11
Isaac 7
3 others 1 Kellyk 1

Isaac 6
Isaac 3
2 others 1 Josquin 1

Isaac 3

Some unusual passages in Isaac's works are shown
below (see also Fig. 197* page 235)«

Flgu 266. Isaac 28*1-4 (Ad laudes salvatorls. Verse 9,
section 2).
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Two main points of interest appear in Fig. 266.
Th9re is a semibreve double suspension on the third
semibreve of bar three} combined with the use of colora
tion in the passage, this produces a strong hemiola
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effect.

The two middle voices move in parallel fourths

for the last three measures of the excerpt, giving rise
to some striking harmonies.

Fig. 267. Isaac 3O 1IJ— 6 (Ad laudes salvatoris. verse 9,
section four).
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In Fig. 267 the suspension in the second measure is
joined by two other dissonances on its second half be
fore resolving to a major triad.

The C after the sus

pended D must remain natural because of its progression
up to an F.

The second third of the third measure con

tains a problem in musica fictat does one eliminate the
diminished sonority by flatting the B?
be the only B-flat in the entire verse.

If so, this would
However, the

rules of vertical consonance call for a B-flat to per
fect the fifth below F, so it is supplied in Fig. 26?o
Another piquant combination of dissonances leads into
the final suspension.
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3.

Texture0

Among the 1,363 dissonances found

in the works by Isaac analyzed for this study, 432
(31c69^) were in abnormal texture (five or more parts).
Distribution by types is shown below»

Table 17. Dissonance types in Isaac, ranked in ascend
ing order of percentage of Instances in abnormal
texture. Fractions indicate instances in abnormal
texture/total.
Piss. Number Pet. Piss. Number Pet. Piss. Number Pet.
Af.t2
AST
t F

0/2
0
U n
2/8
25.00
0/1
0
£Aut 3/10 30.00
T .
0/1
0
Min
2/6
33.33
j£r 0/1
0
if.tl 1/3
33.33
2/30
6067 i£t I76A 9I 35.85
1/13
7.69 l e t
22/61 36007
4/40
10.00 2 S
13/35 37.14
30/232
12.93 iln 46/115 40.00
6/28 21.43
53/132 40.15

^eb.
5/12 41.67
^Abt 51/122 41.80
?ftl
1/2
50.00
675ir 5/8
62.50
t o
2/3
66.67
AAnt
1/1 100.00
ipt
1/1 100.00
lAln
2/2 100.00
^un
3/3 100.00

The most obvious feature in Table 17 is the low
incidence of suspensions and dissonant preparations in
abnormal texture 1 in all, only 4l of 313 such dissonances
were in more than four parts, or 13.10#.

This percentage

is considerably less than half that for all of the disso
nances by Isaac catalogued for this study.

All of the

other dissonances occurring more than thirty times each
were distributed approximately 40# in abnormal texture
(the range is from 35.85# for the semiminim passing tone
to 41.80# for the semiminim accented passing tone).
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p.

Josquln des Pres (c. 14^-0-1521),
10

Authenticity of works.

The problem of au

thenticity arises more often in Josquln's works than
in those of any other composer included in this study.
At the outset of this study, when the works to be in
cluded were chosen, none of the problems discussed be
low was apparent to the writer, and all of the works
chosen were assumed to be genuine (except the six-voice
Ave Marla, included for the sake of comparison with the
four-part setting).

Of the works then chosen, the fol

lowing apparently still are accepted as genuine by
most authoritiesi
Ave nobilissima creatura (two partes. 6v)
0 virgo prudentissima (two partes, 6 v )
Benedicta es, caelorum Regina (three partes,
6v, 2v, and 6vj only I and III included)
Veni Sancte Spiritus (two partes. 6v)
Pater noster (two partes, 6v)
In nomine Jesu, 6v
Ave Maria, ^v
Missa L'homme arme’ VI toni (two movements in
cluded! Kyrie, ^v; Agnus Dei, 6v)
Missa Malheur me bat (two movements included!
Kyrie, *J-v; Agnus Dei III, 6v)
Other works included in this study, concerning whose au
thenticity there is some doubt, are discussed singly in
the following paragraphs.
a.

Ave Maria (6v).

This work is attributed

to Josquln in the Werken. as #la, while the four-voice
setting is labelled "Anonym."

As pointed out by Reese

(Renaissance, p. 253fn*)» however, the critical matter
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preceding the motets clearly shows that the four-part
setting is by Josquin, while the six-part one, preserved
anonymously in a single source (Munich, Bayerische
Staatsbibliothek, Mus. Ms. *H), is not.

It was decided

to include both settings in this study for two reasons*
(1) in spite of the fact that the six-part setting ap
pears in only one source, it was thought still possible
that further investigation might lead to the conclusion
that Josquin had made the six-part setting as well as
that in four parts; and (2) whether or not that conclu
sion would eventually prevail, a comparison of the two
settings would be instructive.

Comparison shows that the

two are quite unlikely to have been written by the same
man (see above, pp. 273*"275).

Consequently, the six-

voice setting must be considered anonymous until some
evidence appears which sheds some light on its author
ship,,
b.

Proch dolor (7v).

This work was attributed

to La Rue by Maldeghem (Tresor musical), an attribution
1
since shown by Martin Picker to be almost certainly in
error.

Picker makes a strong case for attributing this

motet to Josquin.

Because the evidence is not conclusive,

the work is placed (for purposes of the present disserta-

."^Martin Picker, The Chanson Albums of Marguerite of
Austria. Berkeley and Los Angeles, 19^5/ P. 7. See also
PP. 3-4, 89-90.
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tion) in the category "probably by Josquin."
c.

Inviolata (12v).

This work is printed in

the Supplement to the Josquin Werken (#10).

Its only

source is apparently Kassel, Landesbibliothek, Ms. 38,
in which it appears as #24, attributed to Josquin.

The

editors of the Supplement (M. Antonowycz and W. Elders)
say of it only that its authorship "could be contested."
Even so, it was included in this study because it might
be by Josquin (no proof to the contrary is known to the
writer), and no other work in so many parts known to be
by Josquin is extant in a satisfactory version.^
d.

In illo tempore— Et ecce terrae motus.

This motet is one of several whose status as genuine
works of Josquln has recently been questioned in an

Two works in more than twelve parts have been at
tributed to Josquini Laudate Domlnum omnes gentes (l6v)
and Qul habitat in ad.lutorlum (24v)~ Laudate Domlnum has
been found to be quite likely the work of Matthias Eckel
(Laura Youens, "Two Josquin opera dubla in Leipzig, Universitfttsbibliothek, Ms. Thomasklrche 49/5°i" paper read
at South-Central Chapter Meeting of the American Musicologlcal Society, April 1, 1978, University of Tennessee,
Martin, Tennessee). The motet appears also in Copen
hagen, Kongelige Bibl., Ms. 1872 in a good copy, there
ascribed to Eckel (b. c, 1468)} it is described by Youens
as "an unwieldy canonic work."
Qul habitat has recently.been investigated by Edward
Stam ("Die vler'undzwanzigstimmige kanonlsche Psalmmotette
Qui habitat in adiutorio altissimi von Josquin des Pres,"
TVNM 22 (I97I), p. 1). The transcription therein des
cribed as forthcoming was unavailable to the writer, as
was the Kassel source Stam used, which contains some for
mate and other signs not present in other sources but in
dispensable to a correct reading.
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article by Edgar Sparks.^

The motets are unified by a

common "compositional error" which was cited by Osthoff

2

as proof of Josquin*s authorship during an early stage
of the composer*s career.

The motets (in addition to In

illo tempore) are Nesciens mater; Inter natos mullerum:
Ave verum corpus (5v, not to be confused with his setting
for two and three parts); Victimae paschali laudes; and
3

Responsum aooeperat Simeon.

Sparks’s case is persuasively argued:

first, that

it seems illogical to impute authorship to Josquin on the
basis of a stylistic trait which does not appear else
where in his works (see below); second, that this sup
posedly "early" trait appears in works which otherwise
could only come from Josquin*s late period; third, that
another composer (Jo. Brunet)^ can be advanced as the
likely composer of at least one of the motets, Victimae
paschali laudes (see Sparks, "Problems," pp. 3^7-3^9).

^Edgar H. Sparks, "Problems of Authenticity in Jos
quin' s Motets," in Josquin des Pres (ed. by Edward Lowinsky), p. 34-5.

2

Helmut Osthoff, Josquln Desprez. Tutzing, 1962,
Vol. I, p. 17.
3
"These works are printed in the Werken, respectively,
as Nos. 55. 71. 84-, 80, 81, and 8 5 .
4Brunet' s 11e. .In orbem universum. published in The
Medici Codex of 15i8 Ced.’ by Edward Lowlnskv) is appar
ently his first work to be published in a modern edi
tion.
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The "compositional error" at issue was called
Satzfehler by Osthoff, and the motets in which it
abounds are referred to by him and by Sparks as the
"Satzfehler motets."

The Satzfehler is, to quote Ost

hoff's definition, "the dominant cadence with leadingnote and leading-note suspension sounding simultaneously
in different voices."

An example is shown below.

Fig. 268. "Satzfehler" device in Josquin's (?) Victimae
paschali' laudes.

\m§

mi

A true dominant cadence occurs at the point marked
"x" in Fig. 268; however, Sparks also draws attention to
the semiminim suspension at the beginning of the breve
(with an arrow), noting that its resolution-tone is al
ready in the sonority.

Similarity is tacitly assumed in

the musical examples in Sparks's article between cadences
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(such a 3 at "x" in Fig. 268) where the leading tone is
present, and others (on G, D, or A) where the leading
tone is not present unless supplied by application of
muslca ficta.

In the latter type, such application of

flcta is prevented by the presence of the natural form
of the seventh degree elsewhere in the sonority.

Thus,

Osthoff's definition may be understood also to include
suspensions which do not resolve to leading tones, or
which are prevented from doing so by having the natural
form of the note elsewhere in the texture.
Sparks apparently agrees with Osthoff that the
Satzfehler is to be found only in the six motets men
tioned, and nowhere else in Josquin's authentic works.
Sparks also checked much other music of the time in
search of the device, finding none in the five-voice
motets of Regis, Compere, or Obrecht; a few were found
in Isaac, only two in Ockeghem, and very few in Mouton.
With L'Heritier and Hellinck, examples become much more
frequent, and in the works of Gombert and Clemens non
Papa "the Satzfehler appears everywhere."1

It is thus

seen as a typical device of the 1530's and 15^ 0's, and
most emphatically not as one to be found at the early
stage in Josquin's career at which Osthoff thought the
motets in question were written.

1Sparks, "Problems," pp. 353-35^.
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Whether or not Sparks and Osthoff are in agreement
that Josquin did not use this device outside the disputed
motets, the facts are otherwise.

In the works generally

accepted as genuine and analyzed for this study, Josquin
used the Satzfehler with some frequency.

Ave noblllsslma

creatura contains two examples in Pars I (measures 48 and
117) and six in Pars II (measures 176, 198, 199» 235,
256, and 262).

0 vlrgo prudentlsslma contains only one,

at measure 104.

Benedlcta es. oaelorum Regina contains

six examples, all in Pars I .

Venl Sancte Splrltus has

two examples in Pars I and one in Pars I I I .
has none.

Pater Noster

In nomine Jesu has two, and the four-voice

Ave Marla has none.

The Kyrie and Agnus of the Missa

L'homme arme’ VI ton! have no examples of this device,
but the Kyrie II of the Missa Malheur me bat has three
examples, and Agnus III has one. Thus, there are 24 ex
amples of this device in works ascribed with certainty to
Josquin.

In addition, among the works thought probably

to be by Josquin, Inviolata (12v) contains one example,
as does Proch dolor; Tulerunt Domlnum meum (see below)
has four examples.

According to this evidence, the pre

sence of the device can certainly not be cited as posi
tive proof that Josquin did not write a given work.
The motet in question, In lllo tempore, contains 21
instances of this device, far more than any of the others
analyzed.

While it can be argued that such a high rate
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of usage is atypical of Josquin, it can also be shown
that numerous other idioms occur very often in one piece
or section and very seldom or never elsewhere in Josquin's works.

Therefore, In lllo tempore is included

in the present study as "probably by Josquin" until
further proof can be shown that the work is, indeed,
not by him.
e.

Tulerunt Dominum meum (8v).

This work

is published with ascription to Josquin in Das Chorwerk,
vol. 23, page 22, ed. by Friedrich Blume.

The motet

appears in eight sources from the sixteenth century,
four with the text "Tulerunt" and four with the text
"Lugebat David Absalon."'1' The complete motet contains
two partes. the second of which was unavailable to the
writer at the time of this study.

Neither pars is

printed in the Werken van Josquln des Prez, and the
motet is listed by Osthoff among the "doubtful or
spurious works," largely on the basis of the lateness of
the sources.
1
Sources with text "Tulerunt" Include Breslau,
Stadt. Biblo MS V; Dresden-Lbbau £0} Leipzig 49? and the
1554 print Evangella Dominicorum (Ntlrnberg, Montanus &
Neuber). Sources with text "Lugebat" include Munich,
B.S0, Mus. M s . 1536; Regensburg, Ms A.R. 786/8375 Zwickau
Ms. 94; and the 1564 print Thesaurus . . . Tom, prlml
(Ntlrnberg, Montanus & Neuber). Breslau V and the "Y554
print (at least) supply attributions to Josquin, accord
ing to the Vorwort to the Das Chorwerk volume, where
Blume refers to Tulerunt Dominum meum as "die einzige
gesicherte 8st, Motette Josqulns" (p. 3)»
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On the basis of the number of sources and the
fact that no other composer of the time has a better
claim to the work than Josquin, this motet is provi
sionally ascribed to him for purposes of this study,
in the category "probably by Josquin."
f.
tion

Summary and conclusions.Withthe excep

of the Ave Maria (6v), all of the works discussed

in this section have considerable claim to be ascribed
to Josquln, though the evidence is not conclusive for
any of them.

Consequently, it has been thought best to

deal with Josquin*s works in two categories: authentic
works (those definitely by him) and probable works
(those Just discussed, except for the six-voice Ave
Marla. which is given status as a third category).
2.

Dissonance treatment.
a.

Number and distribution.For convenience

of comparison, the three categories of

works analyzed

in connection with Josquin are shown in close proximity
in the following tables.

First is shown a list of the

works (Table 18, page 390)» together with the numbers
which identify each in the musical examples.
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Table 18. Categories of compositions analyzed in connec
tion with Josquin.
I.

Authentic Works.

1. Ave nobilissima creatura, Pars I
2. the same, Pars II
5. 0 virgo prudentissima, Pars I
6. the same, Pars II
7. Benedicta es, caelorum regina, Pars I
8. the same, Pars III,- section 1
9. the same,
section 2
10. Veni, Sancte Spiritus, Pars I
1 1 o the same,
Pars II, section 1
1 2 o the same,
section 2
1 3 . the same,
section 3
l 4 0 Pater noster, qui es in caelis, Pars I
lj?0 the same, Pars II
1 ? 0 In nomine Jesu
19,
0 virgo virginum, Pars I
19a„ Ave Maria . . . virgo serena (^v), section 1
20.
the same, section 2
21«
the same, section
2 5 0 Missa L'homme arme sexti tonii Kyrie I
26.
the same 1 Christe eleison
2 7 0 the same 1 Kyrie II
28.
the same 1 Agnus Dei III
29 o Missa Malheur me bati Kyrie I
300 the same 1 Christe eleison
3 10 the same 1 Kyrie II
32. the same* Agnus Del III
11.

Probable works.

3.

Inviolata (12v)
Proch dolor— Pie Jesu
16,
In illo tempore— Et ecce terrae motus, Pars I
18.
Tulerunt Dominum meum (=Pars I ofLugebatDavid
Absalon)
III.
22„
23.
24 „

Work partly by Josquin.
Ave Marla (6v) (based on 19a-21), section 1
the same, section 2
the same, section 3

The following tables show how many dissonances of
each type were found in the music analyzed, and their
frequency of use as compared to that found in the whole
repertoire.

391
Table 19 jl Dissonance found in Josquin, authentic works.
Symbols for Tables 19-23 are used as in Table 6,
page 342.
++

+

a

let (123)

£ln (7)

i»an (38)

+pt (1015)
{Apt (306)
|In (170)
iJiP (9)

Is (74)
is (257)
let (14)
0 T 59 )
(161)
(1921 )
2,255 total dissonances

Table 20.
Ain (6)
un (1 9 )
_ (2 )
5r (10)

iAun (2)
<jpt (120)

jPApt (5)

iln (10)

g n

id£ (16)
Ian (4)

aApt (1)
os (5)

(1)

671lr (6)

(158)

(1 5 )

Dissonances found in Josquin, probable works,
+
a
[in (6 9 )
5dp (10)
h r
(9)

lApt (13)
>t (328)
[et (22)
m (9 )

>t (2)

E > t (52)
j£ln (1)

E T 23)
^ t (83)
•s (93)

(88)

i_ln (1)
i d )

fAun (1)

(1 )

Eftl (1)

(37)

fgt (3)

et (3)

£ ( 12)

(572)

(2 )

772 total dissonances

Table 21.

Dissonances in anonymous Ave Marla (6v),

+
fo.pt (2)

Iln (4)

(6 )

iln (32 )
ian (4)
T O (37)
S(14>
(87)

278 total dissonances

>t (103)
E t (37)
ET(lT.
is (8)
E
(28)
(177)

M
(7)

(4)

‘
A pt (1)

(2 )
£s (1)

(1)
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In the Ave Marla (Table 21), four of the voices
are (with two minor exceptions) quoted verbatim from Joa
quin' s original, and two additional voices (a second superius and a second tenor) were composed.

Tables 22 and

23 (below) show which dissonances were found in the voices
composed by Josquin, and which ones were found in the
added voices (as well as any harmonic dissonances not
found in the original).

Table 22. Dissonances found in anonymous Ave Marla
(voices composed by Josquin).
an (40

|Apt (27)
E a (15)
“
(7)

(2)

ipt

(4-3)

Jlet (4)

£ (2 )

(is)
E E d)
S a (1 7)
£S (1)
m

.

(840
(51)
(40
14-1 total dissonances.

(2 )

Table 23o Dissonances found in anonymous Ave Marla ,
(added voices, plus harmonic dissonances added)*
++
+
a
—
——
T in

<Upt (2)
(3)

± u n (1)

4 ^ (!?)

oTl2)

Jpt (19)

4 e £ (60)

(1 7 )
(37)
(60)
137 total dissonances.

4 Apt (1)
AApt (10)
(22)

is (1)

(1)

Table 19 (page 391, authentic works) shows the
largest concentration of dissonance in the "average"
category (85.38# of all dissonances) of any of the
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Netherlands composers in this study.
are possible for this fact.

Several explanations

First, for the reason that

Josquin has been considered the central composer in this
study from its inception, more dissonances of his were
analyzed than of any other composer.

Such a large number

of dissonances might conceivably influence the results
found in the total repertoire tc the extent that those
results might unduly reflect the findings for Josquin
alone.

However, the dissonances found in the undisputed

works of Josquin are barely one tenth of all the disso
nances catalogued, and it seems unlikely that such a
small percentage of cases could unduly affect the find
ings for such a large repertoire.

A second possibility

is that the findings for other composers might also con
form more closely to the ratios of usage given for Jos
quin if more of their dissonances had been catalogued.
While such a possibility must be admitted, it must also
be pointed out that for such composers as Isaac, Obrecht,
Mouton, and La Rue, for each of whom more than five hun
dred dissonances were catalogued, many tendencies of
dissonance treatment found so far would have to be re
versed partially or completely in any additional works
analyzed in order for the findings to approximate the
ratios found in the whole repertoire.

The most likely

conclusion now appears to be that each of the composers
studied has an individual style, which is reflected in
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the melodic patterns he uses and the dissonances which
result, and that Josquin's habitual usage happens to
approximate the average for the whole repertoire more
closely than does that of anyone else included in this
s tudy.
Noteworthy in Table 19 (page 391* Josquin's authen
tic works) is the low incidence of fusa dissonances and
minim dissonances, the extreme rarity of semibreve dis
sonances, and the average-to-high usage of semiminim
dissonances.

All of these tendencies except the rarity

of fusa dissonances are noticeable also in Table 20
(page 391, works probably by Josquin).

Of special in

terest in Table 20 is the high rate of usage of both
the regular and the Irregular 6/5 sonority.

Nineteen

of these were found among 772 dissonances in the pieces
included in Table 20, while only twelve of them were
found among the 2,255 dissonances in the pieces Included
in Table 19.
When Table 22 (page 392, Josquin's dissonances in
the six-voice Ave Marla) is compared with either Table
19 or Table 20 (both on page 391), no striking differ
ences appear.

However, comparison of Table 23 (page

392, dissonances added to Josquin's original) with
either Table 19 or Table 20 shows several differences.
The high frequency of the diminished sonority in Table
23 is partially due to the fact that, in several in-
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stances in the Josquin original in which diminished so
norities could he removed by the application of the rules
of musica flota, the corresponding places in the sixvoice version could not be so treated, because of the
nature of the additions (see above, pages 273-275 )

i

Two minim accented passing tones were found in the
added voices of the Ave Marla, compared to only one
among the 2,255 dissonances in the works of undisputed
authorship, and one among the 772 dissonances in the
works probably by Josquin (Tables 19 and 20, respective
ly).

Also noteworthy is the low frequency of use of the

semiminim suspension in the added voices, although this
low frequency may well be due to the special problems
involved in adding two voices to an already complete
four-part texture.
These tables do not prove anything about authorship
of any of the works in question.

The works probably by

Josquin (Table 20) show enough similarities in usage to
those tabulated in Table 19 to make plausible an attri
bution to Josquin; and the dissonance distribution in
Table 23 is enough unlike that shown in Tables 19 and 20
to make an attribution to Josquin quite unlikely— all of
which was known already, so that the evidence of the
tables is at most suggestive, or corroborative of pre
sumptions already made.
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b.

Unusual and unique forms.

Here, as above,

distinotion is made among the categories of works with
regard to authorship* authentic, probable, and not by
Josquin,

Special note is made of any unusual forms which

appear in two or more of the groups.
i.

Authentic works.

In this group of works

were found 68 melodic segments containing dissonances
which were found in the works of no other composer includ
ed in this study.

These segments contained 128 disso

nances, accounting for 5 .68# of all of the dissonances
in these works, a quite low figure.

Two segments occur

both in the authentic works and in works of one of the
other categories (probable; not by Josquin),

Fig. 269. Segments appearing only in two categories of
compositions analyzed pertaining to Josquin,
Numbers refer to locations (sections, as listed
on' page 390» Table 18; measure numbers)
269a

269b

1 0 . 3 . 5,
2 0 , 22
18. 53

19a 1 59, 64
221 64

Fig 269a could be cited as evidence in favor of
retaining Tulerunt Domlnum meum (#18) in the Josquin
canon, since it, and only it, contains a figure found
also in Josquin,s Veni, Sancte Splrltus (#10).

Fig, 269b
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is of interest only as showing one of the minor changes
made in the six-voice Ave Maria,
6 k

The dissonance in bar

of the Josquin original (#19a) appears in bar

of

6 k

the six-part version, but the one in bar 59 of the origi
nal does not appear at the corresponding place in the
six-part setting.
Some other segments occurring only in authenticated
works of Josquin are shown below.

Fire. 270. Segments found only in Josquin (authentic
works).
270a

i

P

270b

270c

27 Od

P

6 ill2 , 117

270e

t

13*15^.
1*94
5*84, 86
157 , 168, 2«198
7*13
171
7i54,60,6l I O 18, 25

e

i

p

15*165
17*17, 19

Figs. 270b through 270e are the only four figures
found in two or more of the authentic works but nowhere
else in the repertoire.

Two of them involve the under-

third cadence figure, and these two segments appear,
between them, in five of Josquin's works analyzed.
ii.

Works probably by Josquin.

works were found 34 segments containing dissonance which
were not found in composers other than Josquin.
segments accounted for 50 dissonances, or

6 ,5 1 %

These
of the

total number of dissonances found in the works in this

In these
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category, a rather low figure (and one quite comparable
to that found for the authentic works discussed above).
If any or all of the four works in this category
are by composers other than Josquin, it is reasonable to
expect, from their individuality and from the nature of
the attacks made on their attributions to Josquin, that
they might have been composed by four different composers
rather than by one.

Dissonances found in two or more

of these pieces but nowhere else in the repertoire might
be an indication of common authorship.
One figure has already been cited (Pig. 269a, page
396) which occurs both in Josquin's Venl Sancte Spiritus
and in Tulerunt Dominum meum. a work probably by Josquin.
Another segment occurs both in Tulerunt Dominum meum and
in In illo tempore— -Et ecce terrae motus (#16), one of
the "Satzfehler" motets.

Fig. 271. A segment found in two works probably by Jos
quin.

1 6 181
18.3,9, 45

On the basis of Fig. 269a, one could postulate common
authorship for Veni, Sancte Spiritus and Tulerunt Dominum
meum.

On the basis of Fig. 271, one could postulate com-
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mon authorship for Tulerunt Dominum meum and In illo
tempore.

Naturally, the evidence is far too slight to

Justify any such postulates? and yet, if the question
be raised whether these facts tend to favor or to
oppose common authorship, it must be answered that they
tend to favor it.

It should be noted, however, that

hundreds of cases have been found In which a given seg
ment occurs only twice in the repertoire--once each in
the works of two composers.

Many other cases of three

occurrences, two in one composer and one in another, or
one each in the music of three composers, were also
found.

Such obviously could also be the case In Figs.

269a and 271.
Some other segments occurring only In the works
probably by Josquin are shown below.

Fig. 272. Segments
Josquin.
272a

272b

3 *3 2, 38

16*65, 75

appearing only inworks
272c

3*29, 34

probably by

272d

272e

1 8 *70(2 )

3*3, *K2 ),
6, 7, 8,
9, 30

Fig. 272d contains an appoggiatura, the only one
found In works even possibly by Josquin.

The other

segments contain dissonance types frequently found in
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Josquin's works.
iii.

Works not toy Josquin.

Here we are con

cerned only with the added voices in the six-voice Ave
Maria.

In these added voices were found seventeen seg

ments not found elsewhere in the music analyzed.

These

segments accounted for 23 dissonances, or 1 6 .79$ of the
dissonances in these voices, a quite high percentage (in
direct contrast to percentages noted for the authentic
works and those probably by Josquin).

Five of the seg

ments are shown below.

Fig. 273. Segments found only in the added voices in
the six-part Ave Marla.
273a

273b

273c

23*95, 99

23*95, 99

2 3 *9 6, 100, 22*88
103

c.

273d

Texture.

273e

22*34

Of the 26 sections in the cate

gory of authentic works, seventeen are in six voices,
and nine are in four voices.

Only one of the works in

the category "probably by Josquin" is in six parts, the
others being in seven, eight, and twelve parts.

As might

be expected, the percentage of dissonances occurring in
abnormal texture is lower (3 9*53$) in the former group
than in the latter (75*00$).

For these two categories,
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distribution by type is shown below.

(A table is not

given for the dissonances in the added voices of the Ave
Maria, both because of the anonymity of the added voices
and, more importantly, because of the fact that adding
to a four-part texture practically assures an abnormally
high percentage of instances in abnormal texture.)

Table 24. Dissonance types in Josquin, authentic works,
ranked in ascending order of percentage of instances
in abnormal texture. Fractions indicate instances
in abnormal texture/total.
Piss. Number Pet. Piss. Number Pet.. Piss. Number Pet.
SApt
fen
jAun
JAln

Hi™"
o
&/5r

0/7
0/5
0/4
0/2
0/1
5/38
9/59
1/6

0
0
0
0
0
13.16
15.25
16.67

<U p
os
OS

[in

72/170 42.35
6/14 42.86
l£t 484/1015 47.68
.et 60/123 48.78
un
5/9
55.56
3/4
75.00
Apt 1/1 100.00
5ir 6/6 100.00

3/16

18.?5

1/5

20.00

£et

22.57
25.68
30.00
33.33
33.99
41.67

iz

58/257
19/74
is
3/10
On
__
1/3
EE
Apt 104/306
t 50/120

Table 2?. Dissonance types in works probably by Josquin,
ranked as in Table 24.
Piss. Number Pet. Piss. Number Pot.

Piss. Number Pet.

j>ap
0/2
jftl
0/1
67*r
0/1
o
2/12
Jin
1/6
675r
4/10
Jpt
36/83
10/23
is
51/93

iAun 1/1
100.00
Mpt
1/1
100.00
2 E T 1/1
100.00
os
1/1
100.00
Efe
2/2
100.00
Jet
3/3
100.00
M l
10/10 100.00
lun 19/19 100.00

0
0
0
16.67
16.67
40.00
43.37
43.48
54.84

fopt 10/13
76.92
ian
7/9
77. ?8
Mpt
43/52
82.69
fPt 282/328
85.98
6751r 8/9
88.89
Jin
65/69 94.20.
2 H
21/22 95.45
iAln 1/1
100.00

Comparison of Tables 24 and 25 (above) shows that in
both groups of works the semiminim and minim suspensions
are used in abnormal texture substantially less often

ij-02

than the average for all dissonances.

In both groups,

the semiminim passing tone is found in abnormal texture
a higher percentage of its occurrences than is the semi
minim accented passing tone, though in the "probable” •
group the margin of difference is smaller than in the
authentic group.
In both groups the following dissonance types occur
more often than average in abnormal texture»
Semiminim escape tone, upper neighbor,
lower neighbor, passing tone, and accented
passing tone;
Minim escape tone;
Irregular 6/5.
In both groups the following dissonances occur less often
than average in abnormal texturei
Fusa lower neighbor;
Semiminim suspension;
Minim suspension;
Diminished sonority, and regular 6/5.
Thus, twelve dissonance types are seen to occur about as
often in abnormal texture with respect to the average
for all dissonances in the authentic as in the probable
works.

Eleven more types, however, do not follow this

trend:
Fusa passing tone and accented passing tone;
Semiminim accented upper neighbor, accented
lower neighbor, accented passing tone, and
anticipation;
Minim lower neighbor, dissonant preparation,
and passing tone;
Semibreve suspension; and
6/^t sonority.
Many of the dissonances listed in each of the foregoing

categories occur only once or so few times that statis
tics are completely unreliable.

The most numerous disso

nance which is apparently used differently in the two
groups of compositions is the semiminim accented passing
tone, which occurs in abnormal texture slightly more often
than average in the "probable" group and slightly less
often than average in the "authentic" group? the differ
ence in usage is not great enough to be indicative.

Next

comes the semiminim anticipation, which occurs less often
than average in the "authentic" group and more often in
the "probable" group— but with only nine occurrences in
the latter group, its distribution there can be no more
than mildly suggestive.

In short, this line of inquiry

leads to results which (so far) lean mildly toward sub
stantiating Josquin's claim to the "probable" works, but
so mildly that no conclusions can possibly be drawn.
G.

La Rue, Pierre de (c. 1^60-1518)— Dissonance

Treatment.
1.

Number and distribution.

Table 26, page

shows how many dissonances of each type were found in
the works of La Rue analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 26. Dissonances found in works of La Rue.
are used as in Table 6 , page 342.

Symbols

•Hr

r

a

-

--

jkln (6 )
£ln (9)
M m (8 )
M u n (1 )
ian (8 )
oApt (1)
<>un (1)
(3)
tt (1 )

£ln (3)
3$an (2)
iftl (2)
6vt (8 7 )
4dp (10)
Aet (7)
6/4 (2)

iet (190)
4A£fc (73)
iln (30)
^an (6 )
4Apt (2)
ijs (79)
os (6 )
I Z i Il (3)

iun (1)
iet (8)
is (12)
o (7 )

fAot (1)

(2 8)

(1)

(38)
(113)
(389)
569 total dissonances.

As Table 26 shows, La Rue tends to use higher notevalues for his dissonances than are found in the reper
toire as a whole.

Fusa dissonances occur barely half as

often in his works as average (1.75# of his dissonances,
compared to 3 «19# for the whole repertoire), semiminim
dissonances slightly less often than average (56.84# in
La Rue, 6 7 .66# in the whole repertoire), minim disso
nances considerably more often than average (37 <>01# to
24.63#) and semibreve dissonances over twice as often as
average (2.11# to I.03#),

Thus, nearly 40# of La Rue's

dissonances are of minim length or longer, compared to
about 25# for the repertoire as a whole.
2.

Unusual and unique forms.

In Fig. 274, page

405, are shown some of the 44 melodic segments found in
works by La Rue but not elsewhere in the repertoire
analyzed.
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Figo 27^.

Segments found only in La Rue.

27ifa

274b

274c

274d

274e

7*18, 20,
32, 34

9 *2 5 , 34

1*12, 16

9*9, 10

5*3, 20

The 44 segments found only in La Rue account for
67 dissonances, or 1 1 .75# of the dissonances by this
composer catalogued for this study.
Some excerpts from La Rue*s works showing unusual
dissonance treatment have been cited earlier in this
study; they are Fig. 67, page 116; Fig. 192, page 222;
and Fig„ 207, page 252„
3-

Texture.

Eight of the nine sections by

La Rue which were analyzed for this study were in six
voices, and the other section was in four voices.
Even so, 3°5 of the 569 dissonances found, or 53-51#,
were in normal texture (four or fewer voices sounding).
The remaining 264 dissonances (46,49#) occurred in tex
tures of five or six parts.

Table 27, page 406, lists

the dissonance types and percentages of occurrence in
abnormal texture0
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Table 27. Dissonance types in La Rue, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/total0
Diss. Number Pet.

Piss. Number Pet.

o
lAun

0/7
0/2

0
0

TftT
<*Apt

0/2
0/2

0
0

iZ*T
iun
tt

0/2
0/1
0/1

0
0
0

6/513? 1/3
let
3/8
IApt 28/73
5/12
|pt 94/190
3/6

tin

2/9

22.22

^s
iln

21/79 26.58
8/30 26.67

33.33
37.50
38.56
41.67
49.47
50.00

6/10

60.00

5/8
4/6
2/3

62.50
66.67
66.67

Piss., Number Pet.
2/3
66.67
61/87 70.11
5/7
71.43
75.00
83.33

100.00
100,00
100.00
100.00

In Table 27 some tendencies may be noted.

Eight

of the ten fusa dissonances are in abnormal texture, as
are seven of the eleven semibreve dissonances.

Of the

211 minim dissonances, slightly over half (107) were
found in abnormal texture, in spite of a strong contrary
tendency among suspensions (only 21 of 7 9» or 2 6 .58#,
were in abnormal texture).

Only among the semiminim

dissonances was the incidence greater in normal texture
(56.17#) than in abnormal (43.83#).

The only semiminim

dissonance to occur more times in abnormal than in
normal texture was the anticipation (four of six occur
rences ).
H.

Plpelare, Matthaeus (15th-l6th c.)— Dissonance

Treatment.
1.

Number and distribution.

Table 28 (page 407)

shows how many dissonances of each type were found in the
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works "by Pipelare analyzed for this study, and their
frequency of use compared to that found in the whole
repertoire.

Table 28. Dissonances found in works by Pipelare.
bols are used as in Table 6 , page 3^2.

++

+

a

-

(260)

Sym

—

(29)

289 total dissonances.

The brevity of Table 28 in comparison with similar
tables derived from the works of other composers is
quite striking.

Only eight dissonance types are repre

sented, and only two note values.

It might be thought

that the low number of dissonances tabulated should
account for the low number of types; however, the 192
dissonances tabulated for Ockeghem were distributed
among 25 dissonance types and appeared in four note
values, and the 269 dissonances tabulated for Forestir
were distributed among 21 dissonances types and appeared
in three note values.
ually

It appears that Pipelare habit

used only a small number of dissonance types in

a restricted range of note values.

Examination of sev

eral sections not Included in the tabulations for this
study bears out this hypothesis; in the four movements
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of the Magnificat Tertll tonl which were not tabulated,
a check of all the dissonances reveals two new types
(semiminim anticipation and escape tone) occurring once
each; all the other dissonances are of types found in
Table 28.

There are still no semibreve dissonances, and

no fusae occur at all.
From this tabulation of dissonances the conclusion
may be drawn that Pipelare's style is rhythmically smooth
and melodically conjunct; and, indeed, such is the case.
It might also be expected that such a style would be re
stricted largely to the most commonly used melodic fig
ures,

with few striking or unusual ones; and again, such

is the case.

In fact, only one melodic segment in this

study was found only in Pipelare's music; it accounted
for three dissonances, or 1.04$ of all his dissonances,
an extremely low figure.

The segment is shown below.

Flgo 275. The only segment found only in Pipelare's
music

In the music examined (a long motet in two partes
and a Magnificat of which six movements are set in poly
phony, 393 measures of music in all) there are no minim
dissonances except suspensions and a very few dissonant
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preparations, and the semiminim dissonances are almost
always found in short motives of very few semiminims
(three or fewer).

Only seventeen four-note groups of

seraiminims were found, many of them containing no disso
nance; only four longer groups were found* one of six
semiminims, one (Pig. 275) of seven semiminims, and two
.of eight semiminims.

All of these factors appear to

indicate that Pipelare's style was of a simplicity and
severity unusual for its time.
2°

Texture -

Of the 289 dissonances tabulated,

152 (52.60#) were in normal texture.

Distribution by

types is shown below.

Table 29. Dissonance types in Pipelare, ranked in
ascending order of percentage of instances in
abnormal texture. Fractions Indicate instances
in abnormal texture/total.
Piss. Number Pet.
o
<Vdp
JeT

0/4
0/1
2/19

Piss. Number Pet.

0
is
0
Apt
10.53 E E

1/5 20.00
76/165 46.06
13/27 48.15

Piss. Number Pet.
lAnt 44/67 65.67
lAln 1/1
100,00

Two points of interest are apparent in Table 29,
The two minim dissonance types are least likely to occur
in more than four parts, and the rhythmically controlled
dissonances (together with the diminished sonority) are
much less likely to be used in many parts than are the
passing and neighboring types.

fcLO

J.

Prioris. Johannes (d. after 1512)— Dissonance

Treatment.
1.

Number and Distribution.

Table 30 (below)

shows how many dissonances of each type were found in
the works by Priorls analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 30. Dissonances found in works of Prioris,
bols are used as in Table 6, page 3^2.
iLn
to'

let

(8)
(16)
(2)

Ipt (6)
AApt (63)
iTn (1*7 )

i£t (117 )
Jet (1?)
Tpt (3D

U2n (2)

is (1*8)

iu'n (4 )
lAun (2)

6751r

jkn (2)
J g (1)
H 5)

is (1)

(8)

(1 )

Sym

os. (1*)
(3 )

67!? (1)
(26)

(125)

(220)

380 total dissonances.

Most notable among the distributions shown in
Table 3° are those of the semiminim dissonances, five
of which are in the "above average usage" category.
The semiminim passing tone is not among these, however,
and is used as only 1*5.89$ of the semiminim dissonances,
compared to a figure of 57»87$ for the whole repertoire
analyzed.

Also of interest is the extremely low inci

dence of the semiminim suspension, which was found only
once among the 380 dissonances catalogued.
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2.

Unusual and unique forms.

containing dissonance appeared only or
.the works

Some 26 segments
predominantly in

of Prioris, accounting for 36 dissonances,

9 .47$ of ‘the dissonances catalogued in his works.

or

A

sampling of these forms is shown in Pig. 276 (below).

Fig. 2760 Some segments found only or predominantly in .
works of Prioris.
276a

276b

276c

276d

276e

zft-WL^^.z
6s26, 2 7, 6 :1 8, 19
39, 40
Silva 1
Richafort 1

6 :31, 44

2 s2 8 , 34

6:33. 46

Figs. 276a and 276b show the characteristic rhythm
which is occasionally found (in the repertoire exam
ined) only in the works of three composers: Prioris,
Silva, and Richafort.

Silva apparently uses it the

most, followed closely by Prioris, with Richafort using
it less frequently.
is it found often.

In none of these composers' works
Nonetheless, its appearance nowhere

else in the repertoire makes it possible to regard this
figure as an indicator of authorship.

At least, it may

be said to narrow the field.
3*

Texture.

Of the six sections by Prioris ana

lyzed for this study, three were in six or more parts,
including the eight-part Ave Marla.

Of the 38O disso-
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nances catalogued, 142 (37.31%) occurred In abnormal
texture.

Distribution by types is shown below.

Table 31. Dissonance types in Prioris, ranked in ascend
ing order of percentage of instances in abnormal
texture. Fractions indicate instances in abnormal
texture/total.
Piss.

Number Pot. Piss. Number Pet.

Piss. Number Pet.

<>s
is
Aet
o7?r

0/4 .
0
£pt... 10/31
0/1
0
6/?ir 1/3
0/1
0
ipt 42/117
0/1
0
iln
23/47
3/17 17.65 Adp
8/16
14/48 29.17 iln
4/8
19/63 30.16

iun
iAun
ian
o
TAln
£et
t

Jet

2s~
IApt

32.26
33.33
35.90
48,94
50.00
50.00

2/4
1/2
1/2
4/5
2/2
2/2
6/6

50,00
50.00
50.00
80.00
100.00
100.00
100.00

No particularly striking distributions are evident
in Table 31 except that, as for many other composers, the
suspensions are much more common in normal than in abnor
mal texture, as is the semiminim escape tone.

All of

the neighbor tones are used more often than average in
abnormal texture.
K.

Silva, Andreas de (15th-l6th c.)— Dissonance

treatment.
1.

Number and distribution.

Table 32 (page 413)

shows how many dissonances of each type were found in the
works by Silva analyzed for this study, and their fre
quency of use as compared to that found in the whole
repertoire.
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Table 32. Dissonances found in works of Silva.
are used as in Table 6, page 342„
-H*

+

a

-

(9)
i l n .(3)
iAln (9)

J~Apt (11)

Aim (1)
t g l , U)
i s (^3)

jpt -(108)

U S
13)
Aan (1 6 )
i§. (31)

J d E (7)

fpt

i l n (35)
£e£. W )

6751r (2)
£ (10)

Symbols

—

4 ^(3 3 )
(6)

Ask
J S

(1)

± (2 )
x (2)

(75)
(100)
(57)
360 total dissonances.

(1W

The prominence of fusa dissonances in the "far above
average" column in Table 32 is quite striking.

Fusae are

much more prominent in Silva's music than is the norm for
this period: 32 of the 380 dissonances catalogued were
fusae, or 8.42# of the total, compared with a figure of

3.19# for the entire repertoire.

Fusa dissonances appear

in all sections analyzed except one in
mostly minim dissonances0

#3

which contained

No semibreve dissonances ap

peared in the works analyzed.
Also of interest is the high percentage of use found
for the lower neighbor tones, both accented and unac
cented, and for the semiminim anticipation.

An unusually

low rate of usage is found for the semiminim escape tone
and passing tones.
2.

Unusual and unique forms.

Some 38 segments

containing dissonance appeared only or predominantly in
Silva's works; they accounted for 66 dissonances, or
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1 7 .37# of his dissonances catalogued, an unusually high
figure.

Five of these segments are shown below.

Fig. 277.

Segments found only or mainly in Silva®s works.

277a

277b

Silva 9x
8:7, 10,
Verdelot 2
14
Tinctoris 1
Coppini 1

277c

277d

277e

1:25
5*14

7*29, 33

2:11, 15
(1 :23— re
turns up by
a third)

Figs. 277a and 277b are identical except for note
values (doubled in Fig. 277b).

The commonness of this

figure in Silva's music and its rarity elsewhere make it
a possible indicator of authorship, and any work from
this period found with both it and the rhythm in Fig,
277® could be assigned to Silva with a fair degree of
probability.

Fig. 277c (of which several variants also

occur, all containing the anticipation approached from
below and preceding a downbeat) is, like Figs. 277a,
277b, and 277c, a stylistic fingerprint.

Fig. 277d is

almost as unusual in Silva as elsewhere and should not
be regarded as being stylistically indicative in the
same way as the other parts of Fig. 277.
One striking passage from Silva's music has already
been cited (Fig. 237» page 281).

His music abounds in

unusual and brilliant writing, two more brief instances

of which are quoted "below.

Fig. 278. Silva, Mlssa Adieu mes amors. Kyrie I, mea
sures *J~9 (Rome, Vat. C.S. Ms. ^\5; Berlin ^0091).
r-'
: £ f U =
♦
f o r

JT"I»

— J

-x— — —
y-ryiz

1

# 4

4

-------- \~"7i----- i f
£jk$z$-z-

f = t \ ■$TST?"
± Z ---H r L. ,

—

£ r - T --

I f --#'-—

,1
, 1

:r , : x " .~

In the third measure of Fig. 278 is found a ^ sono
rity (second and third beats) which is approached as the
ornamented resolution to a double suspension.

The ^ is

scored in a quite unusual manner, with the sixth being
approached in fauxbourdon fashion in the second voice
(resolving the 7-6 suspension) and the fifth entering at
the same time as the bass, floating serenely on top of
the sonority until it gracefully descends (through ano
ther dissonance) on beat four.

This sonority is remark

able regardless of the possible applications of muslca
ficta discussed below.
The problems with accidentals begin in the first
measure of Fig. 278.

The subsemitone F in the bass

may possibly have been raised. But there is a sharp on
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the G line at the end of the second measure (second
voice, Rome Ms. 45 only).

The possibility that G# is

actually the required meaning can be ruled out at once,
for the next G in the second voice sounds with the en
trance of a signed B-flat in the bass.

Two other solu

tions are possible for the sharp: (1) simple error (i.e.,
the sharp was inserted by mistake and should not be there
at all), or (2) it is a slightly misplaced F# and refers
to the F's in the third measure of the example.
Solution 1 (that the sharp is an error) is given
credence because of its appearance in only one source,
and in that source quite small and tentative in appear
ance.

However, insertion of a sharp in a manuscript is

rarely pure accident— misplacement is much more likely.
The small size of the sign may indicate that the scribe
entered it with some diffidence— or it may indicate
nothing at all.

For the moment, it is thought best to

treat the sharp as intentional.
Solution 2— that the sign is a misplaced F#— is
somewhat unsatisfactory.

An F# would be expected in

the third measure on two counts: descent from a B, and
subsemitone position between two G's.

The only count

against it is the tritone it would form above the C in
the tenor.

Thus, the sign is probably unnecessary, and

F#'s would probably have been sung as a matter of course.
The second solution is here seen as somewhat more likely
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than the first, though by no means certain,,

Fig- 279. Silva, Mlssa Adieu mes amors. Christe eleison,
measures 27-30 (final cadence).

Ai

iBE
/C\

i
i i1

I
£

*

$

i

isjE

In Fig, 279 a fauxbouraon progression in the three
lower voices is ornamented with a double cadential sus
pension, which is not unusual? against it is placed a
rising line in the top voice which suddenly drops to its
cadence-note by the interval of a fifth, which is ren
dered diminished in quality by the signed F#.

The F# is

not cautionary (i.e., it does not caution the performer
against using the F#) because, had Silva wished an Fnatural, he had merely to write one, and it would have
been sung as a matter of course.

The idea of a singer

deliberately choosing to descend a diminished rather
than a perfect fifth under ordinary circumstances is
quite remote from early sixteenth-century practice.
Thus, the F# is intended, and the melodic tritone stands.

3.

Texture.

Of the 38° dissonances found in the

works by Silva analyzed for this study, 182 (47.89#) were
in abnormal texture (more than four parts).

Distribution

by types is shown below.

Table 33. Dissonance types in Silva, ranked in ascending
order of percentage of instances in abnormal texture.
Fractions indicate instances in abnormal texture/
total.
Diss. Number Pet. Piss. Number Pet.
Diss. Number Pet. Diss,
6/ 5ir
Aftl
61n
is
*et
fApt
iAln

0/2
0/1
0/1
5/31
1/6
2/11
3/9

0
0
0
16.13
16.67
18.18
33.33

0
is

4pt
+
X

Tvt

4/10
14/33
19/43
23/47
1/2
1/2
59/108

40.00
42.42
44.19
48.94
50.00
50.00
54.63

Jan
£d£
iln
*Aln
£pt~
AAun
£un

9/16 56.25
4/7
57.14
23/35 65.71
2/3
66.67
8/9
88.89
1/1 100,00
3/3 100.00

Aside from a rather high percentage of neighbor
tones in abnormal texture, no particular indications of
an unusual nature are apparent in Table 33.

Ill 0

Netherlands Composers— Late Period.

A.

Bauldeweyn. Noel (c. 1480-1530)— Dissonance

Treatment.
1.

Number and Distribution.

Table 34 (page

419) shows how many dissonances of each type were found
in the music by Bauldeweyn analyzed for this study, and
their frequency of use as compared to that found in the
whole repertoire.
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Table 34. Dissonances found in works of Bauldeweyn.
Symbols are used as in Table 6, page 3^2.

tin (6)
£et (2)
jan (11)

iajD (1)
Adp

k n (3)
is (87)
fis (6)

^Apt (6)
>ftl (1)
(39)
in (1)

(1)

±s (42)
iftl (3)
oun..(1)
S7?r (5)
IZBIr (8)
o (2&)
tt (1)
(96)
(47)
(107)
440 total dissonances.

JEe £ (i)
iEt (127)
AApt- (32)
327(16)
Jun (1)
let (9)
Ain (2)
Adp (2)

(190)

The most important deviation from the norm shown
in Table 34 is the distribution of harmonic dissonances:
all of them occur much more than average.

Among the

440 dissonances, 40 are harmonic rather than melodic,
or 9 .09#, much higher than the 3»95# observed in the
entire repertoire.

Also above average is the usage of

semibreve dissonances (1.59# compared to 1 .03# for the
whole repertoire), minim dissonances (31.14#, compared
to 24.63#), and fusa dissonances (3<>4l# compared to
3.19#)•

The lower percentage of use of semiminim disso

nances (54.77#» compared to 6 7.66# in the entire reper
toire) is reflected by the below-average position of such
common dissonance types as the semiminim passing tone,
accented passing tone, lower neighbor, and escape tone.
Suspensions occurred almost twice as often as average
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(30.68# In Bauldeweyn, 16.13# in the whole repertoire),
with the greatest deviation occurring in the semiminim
suspension (9°55# in Bauldeweyn, 3*35# in the whole
repertoire).
2.

Unusual and unique forms.

Fig. 280 (below)

shows some of the forty segments containing dissonance
which occurred in Bauldeweyn's music but not elsewhere
in the music analyzed.

These segments accounted for 55

dissonances, 1 2 .50# of his total, a moderate figure.

Fig. 280.

Segments found only in Bauldeweyn.

280a

280b

»

1 s6l

•

i5»31

280c

280d

I

1 7 *2 , 11

280e

I

1 i20
5:223
14:3, 6

*

1 *7 6, 81
14:50

Fig. 280a shows a segment containing redictae.
discussed on page 87; it is one of the few figures found
which contained two lower neighbors.

Fig. 280b is even

more unusual: it was the only figure found in the whole
repertoire which contained two semiminim anticipations.
Fig. 280c shows a minim free tone.

Fig. 280d shows one

of several unusual figures containing semiminim suspen
sions; in this case the striking feature is the cambiata
outline.

Another semiminim suspension segment is shown

in Fig. 280e; this one has numerous variants ending with
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the same figure in fusae, hut occurs with this beginning
only in Bauldeweyn,
3.

Texture,

Most of the Eauldeweyn examples ana

lyzed were in three or four parts, with the result that
only 73 of the 440 dissonances catalogued (16,59#) were
in abnormal texture.

Table 35 (below) shows distribution

by types.

Table 35. Dissonance types in Bauldeweyn, ranked in as
cending order of percentage of instances in abnormal
texture. Fractions indicate instances in abnormal
texture/total.
Diss. Number Pet.
is
6751r
TApt
Tin
M

lun
Jap

0/42
0/8
0/6
0/6
0/2
0/2
0/1
0/1
0/1

Diss. Number Pet.

0

°A

0

o

m i

o/i

o

0
0
0
0
0
0
0

tt
Tan

0/1
1/11
8/87
1/9
3/26
2/16
1/6

0
9.09
9.20
11.11
11.54
12,50
16.67

6s

Jet
o

Jin
$s

Diss. Number Pet.
iApt 6/32 18.75
t 27/127 21,26
iun 1/3
33.33
Tftl 1/3
33.33
575r 2/5
40.00
A£t 17/39 43.59
Jin l/2
50.00
4 an 1/1
100,00
£U£ 1/1
100.00

None of the 42 semiminim suspensions catalogued was
in abnormal texture, which may possibly show conscious
intent on Bauldeweyn*s part.

The usage of any suspension

in abnormal texture was quite rare in Bauldeweyn's work,
however (9 of 135 instances, 6 ,67#), so that the absence
of semiminim suspensions in more than four parts in the
works analyzed so far may be only coincidence.

No fusa

dissonances among the fifteen found were in abnormal
texture, and only five of the forty harmonic dissonances
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(12.5#).

Most minim dissonances rank fairly high in

percentage of instances in abnormal texture, and all of
them rank as high as or higher than their semiminim
counterparts.
B.

Brumel. Antoine (fl0 c. 1515)— Dissonance

Treatment„
1,

Number and Distribution.

Table

36

(below)

shows how many dissonances of each type were found in
the music by Brumel analyzed for this study, and their
frequency of use as compared to that found in the
whole repertoire.

Table 36. Dissonances found in works of Brumel.
bols are used as in Table 6 , page 3^2.

Sym

+H*

M
(30)
Ae£ (675) fin (3)
fApt (45)
iln (107) M e t (136)
lAun (7)
fun (8 )
fAin (3)
an (8 )
let (1 1 )
fan (1 2 )
i£t2 (1 )
4 s (17)
I Z k (5)
>an (1
)
<vpt
(1
)
\
i (l)
± (i)
(94)
(819)
(159)
1,311 total dissonances

fet (29)
is (22)
fpt (92 )
fin (3 )
p i (7
/ ia1 (7 0 )
*
o751r (3)
£U3)
(239)
.

The presence of the semiminim passing tone in the
above-average category in Table 36 shows that some un~.
usual distribution patterns may be expected.

Among com

posers so far discussed, only Pipelare shows a similar
concentration of semiminim passing tones, and his disso
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nance treatment is strikingly different from the average.
In Brumel's music, semiminim dissonances account for over
three-quarters of the dissonances found (7 6 .20#), a consi
derably higher figure than the 6 7 .66# found in the entire
repertoire.

Fusa dissonances also occur more frequently

than average (5<>94# in Brumel, 3*19# in the whole reper
toire), as do semibreves (1.45# in Brumel, 1.03# in the
whole repertoire).

On the other hand, minim dissonances

occur much less often than average (14.64# in Brumel,
24.63# in the whole repertoire), as do harmonic disso
nances (1 .75# vs 3,95%) •
2.

Unusual and unique forms.

In Fig. 281 are

shown a few of the 54 segments containing dissonance
which were found in Erumel's music but not elsewhere in
the repertoire analyzed.

The 54 segments accounted for

81 dissonances, 6.18# of Brumel#s total, a fairly low
percentage.

Fig. 281.

Segments found only in Brumel.

281a

28lb

28lc

281d

281e

3 *1 2 , 14,
13(2)

9 *2 0 , 26

1 119, 24

1 2 *195,
12*190
196, 198,
202, 203,
205

Of the segments shown In Fig. 281, at least two

kzk
(Figso 281b and 281c) appear so normal and idiomatic
that the most remarkable thing about them is their
rarity.

The syncopated minim followed by a dissonance

in Fig. 28la is unusual, as is the semiminim suspension
in Fig. 281d whose resolution is not followed by the ex
pected repeated note.

Fig. 28le has only one unusual

feature, the successive suspensions.
Some unusual passages from Brumel*s works have
already been cited in the course of this study; out
standing among them are Fig. 109, page 151 (showing a
semibreve anticipation); Fig. 220, page 266 (diminished
triad resolving to a dissonance); Fig. 23^, page 279
(augmented triad and cross-relation); and Fig. 239» page
287 (a problem in musica ficta)0
3»

Texture.

Some of the Brumel sections ana

lyzed were written in twelve parts and had a tremendous
number of passing dissonances in the many-voiced writ
ing; as a result, the percentage of dissonances in abnor
mal texture is very high in the works analyzed.

Of the

1,311 dissonances catalogued, 919 (7°«10#) were in ab
normal texture.
37, page 4-25.

Distribution by types is shown in Table

42 5
Table 37. Dissonance types in Brumel, ranked In ascend
ing order of percentage of instances in abnormal
texture. Fractions indicate instances in abnormal
texture/total.
Diss„ Number Pet.

Diss. Number Pet.

iln- . 0/3

iun
3/8
37.50
$t
39/92 42.39
iAln 2/3
66.67
fAbt 32/45 71.11
iAun 5/7
71.43
Aan
6/8
75.00
lPt 511/675 75.70
lApt 109/136 80.15
tan
10/12 83.33

M

l X

opt
pan

0 /3

0/1
0/1
1/13
1/7
18/70
6/22
5/17

14.29
25.71
27.27
29.41

Diss. Number Pet.
^ln

90/107
10/11
27/29
28/30

1/1

84.11
90.91
93.10
93.33

100.00
100.00
100.00
100.00

100.00

Most striking about Table 37 is the distribution of
the three suspensions!

all occurred in abnormal texture

with approximately similar percentages of occurrence (only
about 3 .7# separates the highest and lowest figures among
the three).
Fusa and semiminim dissonances occurred in abnormal
texture in over three-quarters of the instances found
(76.92# and 7 6 .38# respectively), but the figure is much
lower for all the other categories 1

only 43.23# of the

minim dissonances were in abnormal texture, as were
34.78# of the harmonic dissonances and 2 6.32# of the
semibreve dissonances.

It is possible to infer from

this set of figures that, the longer the dissonance, the
less likely is its use in more than four parts.

Such an

inference remains to be tested in a larger repertoire
of Brumel's works.
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C.

Carlir. (?) (fl. c. 1500?)— Dissonance Treatment.
10

Number and distribution.

Table 38 (below)

shows how many dissonance of each type were found in the
music by Carlir analyzed for this study, and their fre
quency of use as compared to that found in the whole
repertoire.

Table 38. Dissonances found in works of Carlir.
are used as in Table 6, page 342 0
iap (1)

>s (55)
S t (1)
H i r (3)

±£t.(107)
t (29)
(1^)

t

Symbols

lApt (2)
lan (1)
£T4)

is ( D

(7)

(1 )

(1)
let (11)
Apt (26)
M b (3)

(8)
(191)
(59)
266 total dissonances,

Carlir's dissonance distribution is remarkable in
being so near average» five of the six most-used disso
nances were used with frequencies which place them in the
"average" category.
age

The only strong deviation from aver

is the extreme rarity of the semiminim suspension

as compared to those in longer values.
2.

Unusual and unique forms.

Confirming the

impression gained from Table 38 that Carlir is an "aver
age"

composer with few deviations from normal writing is

the low number of figures unique to his works.

Only

seven such segments were found, of which three are
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variants of figures found in other composers' works; the
remaining four are shown below.

The seven segments ac

count for ten dissonances, 3*76$ of Carlir's total in the
music analyzed, a very low percentage.

Fig. 282.

Segments found only in Carlir.

282a

282b

282c

282d

8*20

4*28

1 1 125

10*13-1*1'

3.

Texture.

Of the 266 dissonances found in the

Carlir pieces analyzed, 80 (30.08$) were in abnormal tex
ture.

Table 39 shows distribution by types.

Table 39. Dissonance types in Carlir, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/total.
Diss. Number Pet.

Diss. Number Pet.

o
AdP
67?r
Hot
lun
Js^

det

0/4
0/3
0/2
0/2
0/1
0/1

0
0
0
0
0
0

0/1
1/55
3/14
8/26
1/3
4/11

0
1.82
21.43
30.77
33.33
36.36

Diss. Number Pet.
o§.
Mat
lan
iap

39/107 36.45
3/5
60.00
19/29 65.52
l/l
100,00
1/1
100.00

Semiminim dissonances predominate in Carlir's writing
even more in abnormal texture than in normal texture*
only nine of the 85 minim dissonances (1 0 ,59$) are in
more than four parts, compared to 67 of the 165 semiminim
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dissonances (40.61#).

The minim suspension is apparently

almost entirely reserved for normal texture, for only one
of the 55 minim suspensions was found in more than four
parts.
D.

Champion. Nicolas (d. 1533)— Dissonance Treat"

ment.
1,

Number and distribution.

Table 40 (below)

shows how many dissonances of each type were found in
the music by Champion analyzed for this study, and their
frequency of use compared to that found in the whole
repertoire.

Table 4o„
Dissonances found in music by Champion.
Symbols are used, as in Table 6, page 3^2.
■H-

+

a

(22)
(67)
(98)
192 total dissonances.

(1)

(4)

Table 40 shows that dissonance distribution in music
by Champion is, like that in Carlir's music, fairly close
to normal or average.

The low rate of usage of the semi-

minim lower neighbor and the high rate of usage of the
semiminim anticipation and the minim dissonant preparation
are noteworthy.

Minim dissonances are more common than
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average (34.90#, compared to 24.63# in the whole reper
toire), and semiminim dissonances somewhat less common
than average (60.94#, compared to 6 7 .66#).
2.

Unusual and unique forms.

Twelve melodic

segments containing dissonance were found only in works
"by Champion; they contained 25 dissonances, or 13.02# of
the dissonances found in his works.

This moderately

high percentage is slightly deceptive because ben of
the dissonances are accounted for by five appearances
of one segment (see Fig. 283b, below); thus, fifteen
of the remaining 182 dissonances by Champion are found
only in his works, or 8.24#.

Five of the segments are

shown below.

Fig. 283. Segments found only or predominantly in Cham
pion's works.
283a

283b

283c

283d

283e

1:16

1 :6 8 (2 ),
69(2),
75
Richafort
1:16

1:58

2 :11-12

4:66

iisiiiiiiigips

Fig. 283a shows an unusual anticipation preceded
by a note its own value which is rearticulated instead
of being (as is more common) the last third of a dotted
minim.

Fig. 283b is likewise unusual in showing rearti

culation instead of a dotted semibreve at the beginning0
Fig. 283c contains a minim escape tone in a figure also
containing semiminims.

Fig. 283d contains a minim disso

nant preparation to a semiminim suspension resolved byleap.

In Fig. 283e is found a melodic segment which is

not unusual? however, in most cases the last semiminim
is the dissonance (an escape tone); the suspension in
the position marked is unique.
3*

Texture.

Only one six-part piece by Champion

was found, the Beati omnes appearing in Nttrnberg prints
of 15^2 and 15^9 •

Some shorter four-part sections were

Of the 192 dissonances catalogued, 36

also analyzed.

(18.75^) were in abnormal texture.

Distribution by types

is shown below.

Table *H. Dissonance types in Champion, ranked in as
cending order of percentage of instances in abnormal
texture.
Fractions indicate Instances in abnormal
texture/total.
Diss. Number Pet. Diss. Number Pet.

Diss. Number Pct T

ian
is
675r
TAun
l£t
Min

Ipt
i£t
iln
|d£
i£t

0/8
0/8
0/4
0/2
0/1
0/1

Table
sual.

0
0
0
0
0
0

Aun
Tin..
67?ir
T -*—
lApt
is

0/1
0/1
0/1
0/1
V26
5/30

0
0
0
0
15.38
16.67

let

11/60 18.38
7/26
26.92
1/3
33.33
3/8
37.60
4/9
44 « M
1/2
50.00

shows nothing that is unexpected or unu

Even the fact that none of the eight semiminim

suspensions occurred in more than four parts is not
surprising; perhaps a bit unusual is the fact that the
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percentage of minim suspensions in abnormal texture is
so close to the average for all Champion*s dissonances.
The percentage of semiminim dissonances is slightly low
(I7 .O9#) as compared to the 18.75# average for all dissonances, while that for minim dissonances is slightly
high (2 3.88#); but these differences are hardly more
than mildly indicative because of their derivation from
so few instances.
Eo

Divltis, Antonius (c. l475~c. 1526)— Dissonance

Treatment.
1.

Number and distribution.

Table 42 (below)

shows how many dissonances of each type were found in
the music by Divitis analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 42. Dissonances found in works of Divitis.
bols are used as in Table 6 , page 3^2.

j~im

+

a

(361)
(13)
(99)
482 total dissonances.

-

--

(6 )

(3)

Sym

Table 42 shows that dissonance distribution in

Divitis is quite close to the average for all composers
included in this study; in this respect, he resembles
Carlir and Champion.

Comparison of Table 42 (page 431)

and Table 38 (page 426) shows a quite striking similar
ity.

Not only are the approximate ratios between cate

gories quite similar, but also the specific dissonances
within each category.

Differences are also present, of

course; but the resemblance is much closer than that
found between any other two composers in this study.
Divitis uses the semibreve suspension much more than
Carlir.
Unusual and unique forms.

Some 25 melodic

segments containing dissonance were found only in Divi
tis "s works among those analyzed for this study; these
segments contained 33 dissonances, accounting for 6 .85/6
of all the dissonances catalogued.

This percentage is

fairly low, but not nearly as low as that found in
works of Carlir.

Five of the segments mentioned above

are shown below.

Fig. 284.

Melodic segments found only in Divitis.

284a

284b

284c

284d

284e

Figs. 284a and 284b have identical beginnings and
rhythms; only the dissonances differ.

Fig. 284c begins

similarly to some suspension figures; however, there is
consonance at the rhythmic point where the suspension
dissonance usually occurs, and the note occurring at the
normal resolution point is an escape tone dissonance.
Fig, 284d is another minim escape tone and is unusual in
its resolution (upward leap of a fourth).

Fig. 284e

shows a minim dissonant preparation-semiminim suspension
combination approached by leap from a semiminim a fifth
below.
3*

Texture.

Of the 482 dissonances catalogued,

123 (25.52$) were in abnormal texture; Table 43 shows
distribution by types.

Table 43. Dissonance types in Divitis, ranked in as
cending order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/total.
Disso Number Pet.
0/6
0
0
0/4
0
0/4
0
0/3
0
0/1
0/1
0
1/21
4.76

Diss 7 Number Pet.
Ian

1/8
1/8

12.50
12.50

fit

1/5

20.00

4/19
7/29
19/78
46/180

21.05
24.14
24.36
25.56

n
i£t

Diss. Number Pet.
£t

18/62
1/3
18/40
2/4
1/2
2/3

1/1

29.03
33.33
45.00
50,00
50.00
66.67

100.00

Minim dissonances are more likely than semlmlnims
to predominate in abnormal texture in Divitis*s music,
as is shown in Table 43.

Of the 135 minim dissonances
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catalogued, 43 (31 ,.85$ occurred in abnormal texture,
compared to 77 of 3-1-9 semiminim dissonances (24,14$),
The most striking statistic concerning individual dis
sonances is the rarity of the semiminim escape tone in
abnormal texture,
F,

Genet, Elzear (Carpentras) (c, 1470-1548)—

Dissonance Treatment,
1,

.

Number and distribution.

The table below

shows how many dissonances of each type were found in
the music by Genet analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 44. Dissonances found in works of Genet,
are used as in Table 6, page 342,
-H-

t

a

(106)
(41)
(3)
177 total dissonances.

-

Symbols

—

(27)

Table 44 shows that the predominance of the semiminim
passing tone is even greater in Genet's works than in the
repertoire as a whole; in fact, this dissonance accounts
for more than half of his dissonances which were cata
logued, and only one other dissonances occurs more than
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6% of the time.

The predominance of the semiminim pass

ing tone largely accounts for the fact that semiminim
dissonances are found slightly oftener than average
(72.32^ in Genet, 6 7 .66% in the whole repertoire), while
minim dissonances occur less often than average (19,77%
in Genet, 2k,63% in the whole repertoire).
2.

Unusual and unique forms.

Seven melodic seg

ments containing dissonance were found only in Genet's
works.

These segments contained 13 dissonances or 7•3^'%

of Geneb's total in the works analyzed, a rather low
percentage.

FIg. 235.

Some of these segments are shown "below.

Segments found only in Genet.

285a

285b

285c

285d

285e

2*2 83

2*255

4:185

4*196

2*291

Possibly the most unusual segment shown above is
Fig. 285d, in which the syncopated semibreve containing
the suspension is preceded by another syncopated semi
breve on the same pitch.

Fig. 285e is an inversion of

the under-third cadence figure.
3»

Texture.

Of the 177 dissonances found, 70

(39.35%) were in abnormal texture.

Distribution by

types is shown in Table 45» page 4 36.

4-36
Table 4-5. Dissonance types in Genet, ranked in ascend
ing order of percentage of instances in abnormal
texture,
Fractions indicate instances in abnormal
texture/total.
Pet 0
o
££
JtApt

0/6
0/3
0/2
M
0/1
1
0/1
M r * o/i

0
0
00
00
00
0

Diss. Number Pet.
JApt.
is
Jgt
Apt
As
is.
iet
^ln

i/9
•1/9
1/8
5/2k
5/243/7
4-/8

11 oil
11 „11
oil
12.50
12.50
2O
20083
083
4-2.86
4-2.86
5 0o00

— —
4un
Aun
Aet
%7?r

- -l/l
1/1
1/1
2/2

-100o00
100,00
100,00
100.00

As is shown in Table 4-5, suspensions and accented
passing tones are substantially below average in fre
quency of occurrence In abnormal texture.

On the other

hand, the semiminim passing tone accounts for 50 of the
70 dissonances found in more than four parts, or 71»4-3#«
It seems fair to say, then, that for Genet the disso
nance of choice in abnormal texture is quite likely to
be a semiminim passing tone, and quite unlikely to be a
suspension or, indeed, any accented dissonance.
G.

Mouton, Jean (o. 14-75-1622)--Dissonance Treat

ment o
1.

Number and distribution.

Table 4-6, page

4-37» shows how many dissonances of each type were found
in the works of Mouton analyzed for this study, and
their frequency of use compared to that found in the
whole repertoireo

Table 46.

Dissonances found in works of Mouton. Sym(likewise
for Tables 47, 48, and 49, below).

Tdo T s are used as in Table 6, page 342

(348)
(18)
(135)
655 total dissonances.

(153)

(1 )

Table 46 shows a most unusual distribution, one in
which the fusa dissonances all appear much more often
than the average for the period, and most of the longer
dissonances at least somev/hat less than average.
of the 655 dissonances, 89 (13*59%) were fusae.

In fact,
If such

a high percentage of fusa dissonances could be shown to
be typical of Mouton's work, their frequency of occur
rence could be cited as a stylistic trait at considerable
deviance from the norm for the period.
However, such is not the case.

All but two of the

fusae occur in one piece, the six-voice Benedlcam Dominum
discussed on pages 305-308.

The distribution of disso

nance -values in this work is so different from that in
other works by Mouton included in this study that it se
verely distorts the data in Table 46; therefore, it has
been thought best to consider this motet separately from

Mouton's other works (see below).

Table **7. Dissonance types found in Mouton"s Benedicam
Dominum (6v).
Apt (55)
(1 3 )
O n (9)

U

6^r

(1)

i£t (2 6 )

iApt (1)
Ain (1
A§£ (1)

(i)

yet (5)

(**)
Idp (3)
As (35)
6751r (3)
(128)
(1)
158 total dissonances.

(2 6 )

(3)

Table ^7 shows vividly how Benedicam Dominum deviates
from the norm in dissonance distribution.
type appears in the "average" column.

No dissonance

Values longer than

semiminims do not appear, and fusae are in the overwhelm
ing majority— a situation unique among the works analyzed.
As mentioned above (p. 305)* however, this composition is
in C rather than the 0 which is much more common in Mou
ton.

Without assuming a strict duple proportion between

these two signatures, it is nonetheless of interest to
note that, had the piece been written in J0 with doubled
values, the distribution would have been much nearer
average, as is shown in Table ^8, page ^39.

^39
Table ^8. Dissonance types (with values doubled) in
Mouton*s Benedicam Dominum.

(6?)
(75)
(3)
158 total dissonances.

(13)

The distribution in Table ^8 is so much more normal
than that in Table ^7, and so much nearer that found in
the remainder of Mouton's works (shown in Table ^9, page
*J40), that the temptation is strong simply to assume a
duple relation in this case between C and 0,

In that

case, the difference between Benedicam Dominum and the
Mouton works in 0 included in this study is only one of
notationx the durations are the same, but they are shown
by different symbols.

Were this solution accepted, it

could easily be interpreted as showing that this piece
by Mouton is an early example (or at least an adumbra
tion) of the note nere technique found in some madrigal
collections of the 15^0*s.

As stated earlier, however

(see p. 308), normal integer valor tempo is accepted for
this work, and a 2 si relation between 0 and C is not
assumed.

Benedicam Dominum is here accepted as a very

unusual piece, and its values are assumed to be correct
as they stand, without being changed to the longer values
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which would so much more conveniently fit into the norms
of distribution found for Mouton's other works and for
the whole repertoire.

In every corpus of works some few

stand out as being unusual or even unique in some re
spects, and this motet is one of those.
Dissonance distribution for Mouton's other analyzed
works is shown below.

Table 4-9. Dissonance types found in Mouton's works
Cexcept Benedicam Dominum).
•H-

+

a

iap (1 )
jet (28)
675ir (8 ) Apt (?0)
ms (1 )
W 5 * (3)

jpt (223)
AAPt (50)
(28)
Aftl (1 )
Ain (3)
2r(5i>

iun (1 )
Jan (3)
is (9)
Aun (1 )
is (2 )

&>t (1 )
^Apt (1)
&*£ (1 )

o (11)

(10 )
(1 01)
(367)
4-97 total dissonances.

(1 6)

(3)

Table 4-9 shows a distribution pattern far closer
to what might be expected than the pattern shown in
Table 4-6 (page 4-37).

Perhaps the most striking aspect

of Table 4-9 is the prevalence of semiminim and minim
dissonances and the concomitant rarity of fusa and
semibreve dissonances.

Mouton's fondness for ^ sono

rities is shown in this table,

just as it has been in

the three previously shown.
2.

Unusual and unique forms.

In this aspect of

dissonance treatment, as in the preceding, the dichotomy
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between Benedlcam Domlnum and the remainder of the ana
lyzed music of Mouton is very great.

In all, 58 seg

ments were noted in Mouton's works and nowhere else in
the repertoire examined; these accounted for 81 disso
nances, or 12.36$ of Mouton's total.

Of the 58 unique

segments, 41 appeared in Benedicam Dominum; these ac
counted for 57 dissonances, 3 6 .05$ of those in that
work— by far the highest percentage observed in any work
examined.

Most of the segments were unique only because

of the short note values employed.

Had the values been

doubled, most of the segments would be identical to
those used by many other composers (see below).

How

ever, the segments do use the short values and are,
therefore, identical only in contour to their cognates
in longer values.

Fig. 286. Some segments found only in Mouton, Benedicam
Domlnum (6v ).
286a

286b

286c

286d

286e

2 :2 7 , 28

2 :6 6, 67

2:6, 5 1 ,
52

2 :37, 38,

ftgrrfri-

2 :2 6 , 5 3,
60

The seventeen unique segments in the other Mouton
works analyzed accounted for 24 dissonances, or 4,83$
of the total— quite a low percentage.
ments are shown in Fig. 287, page 442.

Some of these seg
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Fig. 287.

Segments found only in Mouton.

287a

287b

287c

287d

28?e

1 *1 6 , 18

9*13

9*13

3:3
4*26

9 *2?

Among the segments in Fig. 28?, the most noteworthy
are the two involving leaps of a fifth* the free tone
(Fig. 287c) and the suspension (Fig. 287e).

Fig. 287b

is unusual in having the upper neighbor tone, but the
remainder of the segment is common property to many
composers.
3»

Texture.

Of the 655 dissonances found, 329

(50.25/0 were in abnormal texture.

Distribution by types

is shown below.

Table 50. Dissonance types in Mouton, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/to tal0
Piss. Number Pet,

0/1
0/1
0/1
0/1
15/51
14-/4-4
3/9
4-/11
23/56

0
0
0
0
29.4-1
31.82
33.33
36.36
4-1.07

Piss. Number Pet.

Piss. Number Pet.

I In
12/29
AApt 24-/51.
let
14-/29
>t 124-/24-9
fAvt 7/14fcs
2/4£s
1/2
Idp
2/^
.3/4

6/51r 9/11 81.82
58/70 82.86

4-1.38
4-7.06
4-8.28
4-9.80
50,00
50.00
50,00
66.67
75.00

1/1
1/1
1/1
3/3
3/3
5/5

100,00
100.00
100.00
100.00
100.00
100.00

Table 50 shows that suspensions have a lower inci-
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dence in abnormal texture than most of Mouton's disso
nances (for all values of suspensions, 32 of 101
instances, 31,67$).

The incidence of passing tones in

abnormal texture rises with the length of the note: the
fusa passing tone occurs in abnormal texture 4-1,07$ of
the time, the semiminim 4-9.88$, and the minim 82,85$.
The same progression is noted in various values of the
lower neighbor, though with far fewer instances in each
case (fusa, 33.33$; semiminim, 4-1,4-5$; minim, 100$).
H.

Rener, Adam (14-85-1520)— dissonance treatment„
1.

Number and distribution.

The table below

shows how many dissonances of each type were found in the
music by Rener analyzed for this study, and their fre
quency of use as compared to that in the whole repertoire.

Table 51. Dissonances found in works of Rener,
are used as in Table 6, page 34-2.
'H r

-jr

is.
Ls

(15) J>ln
(1)
(71) ±ln
(20)
7k (1)
o/5r (1)

£ ( 11 )

Symbols

a

-

—

Ipt (6?)
K i n (1)
lun (1)
let (10)

frApt (2)
Ad£ (1)

I Apt (6)

798)
(2 2 )
208 total dissonances.

( )
7 9

()
3

()
6

Table 51 shows that Rener uses a rather small reper
toire of dissonance types: only eight types occur more
than once, only fourteen in all.

No minim dissonances

were found except suspensions and one dissonant prepara-

tion.

Suspensions ("both semiminim and minim) occurred

far more often than average; indeed, minim suspensions
outnumbered semiminim passing tones in the music analyzed,,
Accented dissonances other than suspensions were quite
rare; only eight passing tones and a lower neighbor were
found.
2.

Unusual and unique forms.

Seven melodic seg

ments containing dissonance were found only in Rener*s
music.

These segments contained ten dissonances, 4,81#

of those catalogued, a low percentage.

Some of the seg

ments are shown below.

Fip;. 288.

Segments found only in Rener.

288a

288b

288c

288d

288e

6:32

1:11

5*9

6:28

5*4, 6, 7

Texture.

Of the 208 dissonances catalogued,

3o

43 (20,64#) were in abnormal texture.

Distribution by

types is shown below.
Table 52. Dissonances in Rener, ranked in ascending or
der of incidence in abnormal texturej fractions show
instances in abnormal texture/total.
D3 s s, Number Pet.
0/11
0/2

0/1
0/1

0/1

0
0
0
0
0

Diss. Number Pet.
et

2/10

j
On
»Pt

20.00
20,00
3/15
4/20 20.00
14/67 20.90

1

15/71

21.13

Piss. Number Pet.
>t

2/6

33.33

1/1
1/1
1/1

100,00
100,00
100.00

kk$
The distribution of Rener's dissonances with respect
to texture is most unusual: all of the common dissonances
(except the diminished sonority) occur in abnormal texture
about 20j£ of the time.

In the works of all other compo

sers cited so far, the percentage of use of abnormal tex
ture is substantially lower for suspensions than for other
dissonances.
Jo

Such is not the case with Rener.

Richafort, Jean (cu 1 ^ 8 0 - 1 ^ 8 ) — Dissonance Treat

ment o
1.

Number and distribution.

Table 53 (below)

shows how many dissonances of each type were found in the
music by Richafort analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 53. Dissonances found in works of Richafort.
bols are' used as in Table 6, page 3^2.
+

a

—

Adp (11)
ST(91).
$S; -(-7) .
o75r (3)

.>Aun (1)
;s£t.(23)'
tl-.(l)
AAPt (2)

Ian (^)
As. (12)
K n (i)
j>et (2)

Sym

——

ift2 (2)
tt fk)

(6)
(26k)
(266)
597 total dissonances.

(6 1 )

The pattern of distribution in Table 53 shows no
strong deviations from normal.

Minim dissonances are
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slightly more common than average, fusa and semibreve
dissonances slightly less so.

The most outstanding

feature of Richafort's use of dissonance as shown in
Table 53 is its variety: the 26 types place him in the
company of such other users of a wide variety of types
as Agricola, Le. Rue, Isaac, Bauldeweyn, Brumel, and
Mouton, as distinguished from those who restricted
themselves to fewer types, especially Pipelare, Rener,
Genet, and Carlir,
2.

Unusual and unique forms.

Of the melodic

segments containing dissonance in Richafort's music,
4*7 were found only there and nowhere else in the reper
toire analyzed.

These forms contained 62 dissonances,

10.38^ of Richafort's total in the works examined.

Some

of these segments are shown below.

Ftp;. 289. Segments found only in Richafort's music.
289a

.

•-. :-2a9b

6:26

6160

. ‘•289c

2:7

289d

289e

1*37, 4-5

5*15

Figs. 289a and 289b show two long series of semi
minims, fairly typical in Richafort's works but rather
uncommon in the repertoire as a whole.

Fig. 289e shows a

two-member chain suspension whose second suspension is
rearticulated.

44-7
-

3.

Texture.

Of Richafort’s 597 dissonances

catalogued, 171 (2 8.63#) were in abnormal texture.
Distribution by types is shown below.

Table 54-. Dissonance types in Richafort, ranked in
ascending order of percentage of instances in
abnormal texture. Fractions indicate instances
in abnormal texture/total.
Diss. Number Pet.
o
tt
575r
Aet
AAun
Aan
Aet
As
^s

Piss. Number Pet.

Piss. Number Pet.

1/5
4-9/219
1/43/11
16/53
12/38
1/3

1/2
1/2
1/2
2/47/11
52/70

0/240
0/40
0/3
0
0/2
0
0/1
0
0/1
0
3/23
13.0413/9.1
29
2/12
16.67

3/7

20.00
22.37
25.00
27.27
30.19
31.58
33.33
33 033
42.86

1/1
1/1

50.00
50.00
50.00
50.00
63.6474-.29

100.00
100.00

The percentage of suspensions found in abnormal
texture is quite low compared with that found for other
dissonances,* this finding is consistent with data for
most other composers.

The high position of several

minim dissonances (especially the passing tone) in
Table 54- shows that minims were more often found in
abnormal texture than semiminims (75 of 181 minims,
4-1o4-5#» were in abnormal texture, ’compared to 87 of
359 semiminims, 2k,22%),
Ko

Senfl. Ludwig (d. c. 1555)--Dissonance Treatment.
1.

Number and distribution.

Table 551 paff© 4-4-8,

shows how many dissonances of each type were found in the
music by Senfl analyzed for this study, and their fre-
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quency of occurrence as compared to that found in the
entire repertoire»

Table 55. Dissonances found in works of Senfl.
are used as in Table 6, page 3^2„

, (75)
5r (3)

kt

(165)

2 (21)

Symbols

lAut (18)

k

E n (1 0 )
et (8)

ipt (2 )

as

(i)

(1)

(3 )

(99)
(165)
306 total dissonances

Dissonance distribution was quite unusual in the
Senfl pieces analyzed.

Only eleven types were found, and

none of them occurred with average or near-average fre
quency.

The minim suspension was found much more often

than average, while only two other suspensions were found
(one semiminim, one semibreve).

In the repertoire as a

whole, unaccented semiminim passing tones outnumbered
accented ones slightly more than three to one; in Senfl's
works analyzed the ratio is slightly more than nine to
one.

The rarity of the minim passing tone is notable;

only two of them were found compared to the 28 which
would have been expected in an average distribution,,
The distribution shown above leads one to expect predom
inantly smooth, mostly stepwise motion, with strong met
ric orientation (from the numerous minim suspensions) and
few surprising or unusual forms.

2.

Unusual and unique forms.

The expectation re

ferred to in the preceding paragraph is "borne out byexamination of Senfl®s music.

Of the segments containing

dissonance, only three were found to be peculiar to
Senflo

They contained eight dissonances, only 2.62# of

his total.

All of them are shown below.

Fig. 290.

Segments found only in Senfl.

290a

290b

290c

1:56

1:20

11:165

3o

Texture.

Of the 306 dissonances catalogued

from Senfl's works, 108 (35.33#) were in abnormal tex
ture.

Distribution by types is shown below.

Table 56. Dissonance types in Senfl, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate Instances in abnormal
texture/total.
Piss. Number Pot.
0
o

0/1

0

4/75
3/21

5.33
14.29

Piss. Number Pet.
lApt
Ipt
Apt

5/18 2 7.78^ln
1/3 33.33±§t
82/165^9.70As
1/2
50.00

Piss. Number Pet.
5/10
50.00
6/8
75.00
1/1 100.00

It is quite noticeable in Table 56 that the semiminim dissonances more commonly occur in abnormal texture
than do the minim dissonances; further, that the unaccent-
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ed dissonances more commonly so occur than do the ac
cented ones.

Most striking is the fact that 82 of the

108 dissonances (7 5.95$) occurring in abnormal texture
were semiminim passing tones, while in normal texture
there were 83 semiminim passing tones among I98 disso
nances (41.95$)0

The minim suspension was found over

whelmingly in normal texture.
L.

Verdelot. Philippe (d. 1567)— Dissonance Treat

ment.
1.

Number and distribution.

Table 57 shows how

many dissonances of each type were found in the piece by
Verdelot analyzed for this study, and their frequency of
use as compared to that in the whole repertoire.

Table 57. Dissonances found in the piece by Verdelot.
Symbols are used as in Table 6 , page 3^2.
*H*

+

M
(6)
iln (19)
M p t (6 ), Jet (1 3 )
M i n (2)
(11)
Aun (2)
Aftl (1)

a

-

—

iE& (75)
AApt (18)
M U 9 )

k s (1)
4lE£ (7)

£ (1)

(8)

(1)

E T a r
(18) '
(43)
(112)
182 total dissonances.

It is obvious that meaningful generalizations con
cerning Verdelot*s style cannot be drawn from one piece;
and yet the distribution of dissonances in that work, as
shown above, contains points of interest.

Fusa and semi
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minim dissonances occur
age

much

more

often

than aver

(7 »70$ and 7 6 .92$ respectively, compared with the

average for the whole repertoire of 3 *19$ and 6 7 .66$ re
spectively).

The only minim dissonances found are pass

ing tones and suspensions; together these account for
14.28$ of Verdelot*s dissonances, while in the whole
repertoire minim dissonances are 24,63$ of all disso
nances,

Harmonic dissonances account for only 1,10$ of

Verdelot*s dissonances, compared to a figure of 3*95$
for the whole repertoire,
2,

Unusual and unique forms.

In Verdelot*s

piece were found eight melodic segments containing dis
sonance which appeared nowhere else in the repertoire
examined.

These segments contained sixteen dissonances,

8,80$ of Verdelot*s total, a figure quite close to aver
age.

Five of the segments are shown below.

Fig. 291.

Segments found only in Verdelot.

291a

291b

291c

291d

291e

1 :7 6, 87

1 :20-21

1:19

1:49

1 :6 , 12

3o

Texture.

Of the 182 dissonances found,

97 (53«33$) were in abnormal texture.
types is shown in Table 581 page 452.

Distribution by
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Table 68. Dissonance types in Verdelot, ranked in as
cending order of percentage of instances in abnormal
texture. Fractions indicate instances in abnormal
texture/total.
Piss.

Number Pet.

Piss. Number Pot.

Piss. Number Pet.

*Aln
lftl

0/2
0
0/1
0
0/1
0
0/1
0
3/1122.22

lln
JeT
AAPt
Ipt
Jet

£pt
jAPt
Ian
Jun
2 1

W T
o
As

6/19
8/19
10/18
42/75
8/13

31.58
42 oil
55.56
56o00
61.54

5/6
5/6
l/l
2/2

7/7

83.33
83.33
100.00
100,00
100.00

Table 58 shows that for Verdelot, normal texture
is preferred for writing suspensions and lower neighbor
tones; most other dissonances are found more often in
abnormal texture, especially the minim passing tone,
all seven instances of which were found in more than
four parts.

For Table 58 as for Table 57* of course,

results shown are for one piece; and, while it is
thought that that piece is fairly representative of
Verdelot1s style and technique around 1520, the above
data cannot be taken as more than mildly indicative.
m.

M jiia e rt *. W a n ( q ■ 1^90-1562 l - D l s sanangg,

Treatment.
1.

Number and distribution.

Table 59* page

^53* shows how many dissonances of each type were found
in the piece by Willaert analyzed for this study, and
their frequency of use as compared to that found in the
whole repertoire.
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Table 59. Dissonances found in the piece by Willaert.
Symbols are used as in Table 6, page 3420
++

+

a

id£ (2)
is (18)
is (51)
o (17)

/Apt (3)
675? (1)

kn

(88)

(4 )

(2 )

—
(2)

~~

M
(f),
i£t (46)'
jApt (10)
il£ 5
let (4)
Idp (1)

M
••

(67)

(1 )

(!)

162 total dissonances.

Suspensions make up a far larger than normal percen
tage of Willaert's dissonances— 42,57# ifr all. compared
to a figure of 16.16# for the repertoire as a whole (the
latter figure includes fusa and semibreve suspensions,
neither of which occurred in the Willaert piece).

Aside

from suspensions, minim dissonances are very rare, and
semibreve dissonances do not appear at all.

These fig

ures and observations are based upon a repertoire far
too small to be more than mildly indicative.
2.

Unusual and unique forms.

In Willaert*s piece

were found four melodic segments containing dissonance
which appeared nowhere else in the repertoire examined.
These contained eleven dissonances, 6.79# of Willaert*s
total, a rather low figure.

One of the figures occurred

twice, with different dissonances.
shown in Fig. 292, page 454.

All segments are

Flgn 292.

Segments found only in Willaert.

292a

292b

292c

292d

292e
s

t

u

p

i

«

i»51

1:50

In Fig. 292,

1*55

1*«2

1:57

(a) and (b) show the same figure with

different dissonances; both instances contain a semiminim
dissonant preparation and suspension, one of the least
common semiminim dissonances (only the appoggiatura oc
curred less frequently in the repertoire analyzed).
Perhaps the most surprising aspect of the remaining
segments is that they occurred only once.
3«

Texture.

Of. the 162 dissonances catalogued,

97 (59<>91#) were in abnormal texture.

Distribution by

types is shown below.

Table 60. Dissonance types in Willaert, ranked in as
cending order of percentage of Instances in abnormal
texture. Fractions Indicate instances in abnormal
texture/total.
Piss. Number Pet.

Piss. Number Pet.

Piss. Number Pet.

As has been noted for many other composers, in
Willaert’s piece suspensions occur in normal texture a
higher percentage of the time than do other dissonances.
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Aside from this fact, the data shown in Table 60 reveal
nothing out of the ordinary and are, in fact, based upon
too few examples for meaningful generalizations to be
made.

IV.

English composers— Early Period.
A.

Browne. John (c. 1426-1498)— Dissonance Treat

ment.
1.

Number and distribution.

Table 61 (below)

shows how many dissonances of each type were found in
the music by Browne analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 6l„ Dissonances found in Browne's works,
are used as in Table 6, page 342.
++
+
a
M u n (1)
£ln (3)
XApt (179) M i n (3)
lAun (9)
M p t (3)

iap (1)

Xjn (?)

ifti (3 )

ill (5)

ipt (5)
i-Apt (10)
Apt (220)
In (40
~t (61)'
.4 (1).

dun (22)
ifti (3)
IfTl3).
(218) •
(2 1)
(350
636 total dissonances.

M i n (2)
»nn (1)
(14)
r (23)
(1)
t n t r (3)
(44)

Symbols

iet (2)
Aan (1)

(3)

Several interesting facts are shown in Table 61.
The frequency of use of the semiminim accented passing
tone is extremely high— over 80% as high as that for the
unaccented passing tone.

Upper neighbor tones are unu-
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sually common, both accented and unaccented.

Suspensions

of any length are somewhat uncommon, and the semiminim
anticipation and escape tone are quite rare.
2.

Unusual and unique forms.

Some 67 segments

containing dissonance were found largely or exclusively
in Browne's works among the music analyzed.

These seg

ments accounted for 111 dissonances, 1 7*^5% of Browne's
total, a quite high figure.

He wrote the only example

of the fusa accented upper neighbor tone found in the
music analyzed.

Some segments are shown below.

Fiffo 2930 Segments found only or mainly in Browne's
music.
293c

293d

293d
r

2 :8 8, 102
(^Aun appears
only in m.
102)

8

times 3*100
(+ Festa
and Aston
1 each)

2:71

"1

2:44

Fig. 293a has already been pointed out for its use
of sequence and for its eight consecutive fusae; it is
shown again here because it contains the only fusa ac
cented upper neighbor tone found in this study.

Fig.

293b does not appear unusual in any way, but it appeared
only ten times in the music analyzed, with eight of the
appearances in one section by Browne.

Fig. 293c contains

a minim free tone (type one), and Fig. 293d shows a sus
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pension whose preparation is preceded by a dotted semi
breve.

Fig. 293e shows a coloration group with three

lower neighbor tones.
3.

Texture.

Of the 636 dissonances catalogued

in Browne's works, 330 (51.89#) were in abnormal tex
ture.

Distribution by types is shown below.

Table 62. Dissonance types in Browne, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/total.
Piss. Number Pet.
frpt
Jftl
Min
iet
fAun
lan

0/5
0/3
0/2
0/2
0/1
0/1
0/1
0/1
1/14

m
5/?r
I *

0
0
0
0
0
0
0
0
7.14

Piss. Number Pet.

Piss. Number Pet.

o
?Apt
Aet
J T
iAun
fin
AApt
Aftl
ITrT

lApt 89/179 49.72
Ant
31/61 50.82
Apt 14^220 65.91
AAln 2/3
66.67
67lir 2/3
66.67
Aun
16/22 72.73
fun
1/1 100.00
lap
1/1 100.00
ftLn
7/7 100.00

2/13
2/10
1/5
5/23
3/9
1/3
1/3
1/3
19/40

15.38
20.00
20.00
21.74
33.33
33.33
33.33
33.33
47.50

Examination of Table 62 shows that fusa dissonances
were found most often in normal texture, with only three
of 21 instances (14.29#) occurring in more than four
parts.

Such a situation might be expected, for fusa

values would naturally occur more often in solo sections,
with their showy melismas, than in the less ornate sec
tions for full chorus (ordinarily, solo sections in the
Eton Choirbook works are in two or three parts, sometimes
four).

The solo and choral styles are by no means mutu

ally exclusive in Browne, however, as is shown by the
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occurrence of the three fusa dissonances in full chorus
(i.e., abnormal texture).

The harmonic dissonances also

occurred mostly in normal texture, with only four of eigh
teen instances {22,22%) occurring in abnormal texture;
this distribution has been observed in most composers.
Semiminim and minim dissonances show about equal distri
butions between normal and abnormal texture, with sus
pensions occurring (as might be expected) predominantly
in normal texture.
B.

Kellyk. Hugo (fl. late 15th century)— Dissonance

Treatment.
1.

Number and distribution.

Table 63 (below)

shows how many dissonances of each type were found in
the piece by Kellyk analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 63. Dissonances found in Kellyk*s music.
are used as in Table 6, page 3^2.
++
+
a
—
——

Symbols

As (26)
Aftl (1)
ms (2 )
(47)
(127)
(174)
371 total dissonances.

(23)

A number of unusual dissonances occur in Kellyk*s
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music far more often than in the repertoire as a wholei
the accented semiminim lower and upper neighbors, the
semiminim and minim free tones (type 1 ), and miscella
neous sonorities.

The semiminim anticipation and sus

pension are not in themselves unusual dissonances, but
they occur with unusual frequency in Kellyk.

The only

other point of unusual interest in Table 63 is-the
low frequency of use of the semiminim unaccented lower
neighbor tone (the ratio of these to semiminim passing
tones in Kellyk is about 1*20, compared to about 1*6 in
the entire repertoire).
2„

Unusual and unique forms.

A total of eighty

segments containing dissonance were found exclusively
in Kellyk*s music among the pieces analyzed.

These

segments accounted for 91 dissonances, 24.53# of his
total, an extremely high figure.

Some of the segments

are shown below.

Fig. 294.

Segments found only in Kellyk*s music.

294a

294b

294c

294d

294e

1:101

1*114

1 *98 ,

1*135

1:45

116

3.

Texture.

The single work by Kellyk analyzed

for this study is in seven parts and is scored quite fully
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throughout most of its length; consequently, 247 of the
371 dissonances (6 6.58#) occurred in abnormal texture.
Distribution by types is shown below<>

Table 64. Dissonance types in Kellyk, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/total.
Piss. Number Pet. Piss. Number Pet. Piss. Number Pet.
o

2/11 18.18
3/15
2 0 . 0 0
1/3
33-33
10/26 33.46
4/7
57.14

fApt
£|ot
Ifti
£ptT
Aan

4/6
9 0

/HKL

66.67
0 0 . 0 9

3/4
75-00
49/58 84.48
7/8
87.50

Aftl 1/1
1/1
Aftl
oTfir 1/1
2/2
ms". 2/2
lAln 3/3
|Aun 3/3

100.00
100.00
100.00
100.00
100.00
100.00
100.00

Table 64 shows that in Kellyk*s work, both minim
and seraiminim suspensions occur much more often in nor
mal than in abnormal texture.

In this respect Kellyk is

very like the majority of the composers included in this
study.

The semiminim passing tone and accented passing

tone occur in abnormal texture at nearly the rate for all
of the dissonances catalogued, while the minim passing
tone, the semiminim anticipation, and the semiminim escape
tone all occur somewhat more often than average in ab 
normal texture.
C.

Sutton, John (fl. c. 1477-1489)— Dissonance

Treatment.
1.

Number and distribution.

Table 65 (page 461)

shows how many dissonances of each type were found in the
piece by Sutton analyzed for this study, and their fre-
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quency of use as compared to that in the whole repertoire.

Table 65. Dissonances found in Sutton's music.
are used as in Table 6, page 342.

Symbols

++
iAln (3)
tet (1)
Aun (9)
AAun (2)
oApt (6)
(3)
AAun (2)
let (5)
M e t (1)
Aftl (1)
Aap (1)
OPt (3)
(9)
S u )

lAp.t (52)
AAln (1)
Aet (15)
Aan (6)

is (8)
o (8)

ijot (7 8 )
H n (1)
3T(17)

jApt (1)
U n (4)

(98)

(5)

£S (2)

x (1)
(48)
(126)
(1 6)
293 total dissonances.

The most immediately arresting aspect of Table 65 is
the length of the "far above average" column.

No less

than fifteen dissonance types are found in this category,
none occurring more than nine times, six of them only .
once.

This distribution indicates that Sutton used an

unusually wide variety of dissonance forms.

Note values

range from fusa to semibreve, and such unusual types as
accented upper neighbors, appoggiature, minim free tones,
semibreve passing tones, tritones, and cross-relations
are found.

Most composers in this study do not use any

of the forms named1 hardly any use more than one.
Sutton used accented dissonances much more often
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than average.

Semiminim accented passing tones are used

more often than is the average for the whole repertoire,
while the unaccented ones are used less often than aver
age..

Five other accented dissonances

besides

sus

pensions and appoggiature are also used more often than
average.

Suspensions occurred at about an average rate

(semiminim) or less (minim, semibreve).
It is also of interest to note that the semiminim
upper neighbor outnumbers the semiminim lower neighbor
by more that two to one, a distinctly unusual distribu
tion.
2.

Unusual and unique forms.

Of all the melo

dic segments containing dissonance found in Sutton's mu
sic, 38 were found nowhere else in the repertoire exam
ined.

These 38 segments accounted for 42 dissonances,

14.33# of Sutton's total, a moderately high figure.
Some of these segments are shown below.

Fig. 295.

Segments found only in Sutton.

295a

295b

295c

295<i

295©

2»33

4*17, 2?

1 *6 , 19

2*51

1*13
2*62

Of the segments shown in Fig. 295, the most unu
sual is Fig. 295b, showing an accented minim upper
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neighbor beginning a tempus.

Figs. 295c and 295e are

both elaborations of a simple suspension figure in de
scending scalewise minims and semibreves.
3„

Texture.

Of the 293 dissonances catalogued

from the music by Sutton analyzed for this study, 248
(84.64#) were in abnormal texture.

Distribution by

types is shown below.

Table 6 6 . Dissonance types in Sutton, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/to bal.
Piss . Number Pet.

Piss. Number Pet.

Piss„ Number Pet.

tt
Kun
o
As.
Aeb
Kin
jan
ieb
Ain
As.

Aun
AAP.t
lApt
SZS3>-

Ain
Ifti
Aap
6/4

0/1
1/2
4/8
10/17
3/5
2/3
4/6
11/15
3/4
6/8

0
50<>00
50.00
58.82
60.00
66.67
66.67
73.33
75.00
75.00

7/9
77.78
5/6
83.33
45/52 86.54
8/9
88089
71/78 91.03
49/51 96008
1/1 100.00

1/1
1/1
1/1

100.00
100.00
100.00

X

lAun
Aun

1/1
1/1
1/1
1/1
1/1
2/2
2/2

3/3
3/3

100.00
100.00
100.00
100.00
100.00
100.00
100.00
100.00
100.00

The texture in the music by Sutton analyzed for
this study was so consistently in more than four parts
that almost all of the dissonances found occurred over
whelmingly in abnormal texture.

Even suspensions were

found mostly in more than four parts, largely because
so little writing employed four or fewer parts.

As

might be expected, suspensions and diminished sonorities
occurred in abnormal texture a lower percentage of the
time than did most of the other dissonances.
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Vo

English composers— Middle period.
A.

Alwood. Richard (fl. c, 1500?)~Dissonance

Treatment.
1.

Number and distribution.

Table 67 (below)

shows how many dissonances of each type were found in
the music by Alwood analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 6 7 . Dissonances found in Alwood's works.
Symbols are used as in Table 6, page 3^2.
Adp (5)
a s (4)
d74 (1)
o (1 6 )

Aun (3)
jAun (2)
1)
AApt (5)
Aun (3)
.

(1 )

.t. (127)
>Apt (49)
lan (3)
is (12)
tpt (2 6 )
g~(29)

2ir (11)
(26)
(26)
(247)
312 total dissonances.

^Apt (2)
jln (8)

et (2)

(1)
(1 1)

(2 )

The distribution of dissonances in Alwood's music
is much closer to the average for all composers than
is that for most of the other English composers in this
study.

The "average" usage column contains just the

dissonance types one might expect* passing tones, ac
cented passing tones, and suspensions•

Almost all of

the dissonance types listed in the column showing usage
far above average are quite unusual dissonances, those
for which only one or two instances would constitute

1*65
abnormally frequent usage (e.g., the semibreve appoggiatura).

Thus, as far as distribution is concerned,

Alwood's usage of dissonance may be characterized as
quite close to average, with occasional striking excep
tions (use of unusual dissonances).

The comparative

rarity of semiminim lower neighbors and escape tones
.should be noted.
2.

Unusual and unique forms.

Of all the melo

dic idioms containing dissonance found in Alwood's mu
sic, ^9 were found nowhere else in the repertoire examiml.-

These segments accounted for 62 dissonances,

19„8l# of Alwood's total, a fairly high percentage•
Some of the segments are shown below.

Fig. 296.

Segments found only in Alwood,

296a

296b

296c

296d

296e

2 :36, 4-0

2:33, 4-8,
52

m
3*83

2 >2 6 , 7 8 ,

2 :5^, 58

82

Among the melodic segments shown in Fig. 296, the
most unusual is Fig. 296b, which contains a minim upper
neighbor as the top note of its phrase.

Almost as unusual

is Fig. 296d, showing a dissonant-preparation-suspension
construction in which the suspension is rearticulated.
Fig. 296c shows an accented minim passing tone, remarkable
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only as a fairly average specimen of a highly unusual
dissonance*.

Figs. 296a and 296e show perfectly ordinary

dissonances in melodic segments which happen to occur
only once.
3.

Texture.

The only music by Alwood analyzed

for this study was in six parts, and the writing was pre
dominantly quite full} consequently, of the 312 disson
ances catalogued, 266 (8 5.26#) were in abnormal texture.
Distribution by types is shown below.

Table 68 . Dissonance types in Alwood, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/total.
Piss. Number Pet.

\et

0/1
0/1
3/5
18/29
2/3
3/4
13/16
22/26

0
0
60.00
62.07
66.67
75.00
81.25
84.62

Piss. Number Pet,
►Apt

42/49
7/8
114/127
11/12

85.71
87.50
89.76
91.67

1/1
1/1
1/1

100.00
100.00
100.00

Dlss. Number Pet.
fApt 2/2 100.00
lAun 2/2 100.00
2/2 100.00
let
iuri
3/3 100.00
Ian
3/3 100.00
AdP
5/5 100,00
675ir 11/11100.00

Table 68 shows that the minim dissonances (except
the dissonant preparation) were used less often in ab
normal texture than were semiminim ones.

In fact, 72.64#

of the minim dissonances were in abnormal texture, a
considerably lower figure than the 85.26# for all disso
nances.

Both figures are extremely high, however, and

the difference noted above may be due as much to happen
stance as to conscious intent on the composer's part.

1*6?'

B.

Ashewell. Thomas (do 1518)— Dissonance Treat

ment »
1.

Number and Distribution

Table 69 (below)

shows how many dissonances of each type were found in
the music by Ashewell analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoireo

Table 69. Dissonances found in Ashewell®s music.
bols are used as in Table 6, page 3^2.
•H*

+

a

-

—

(9)

(13)

Sym

^Aln (6)
frm(l)
£et (2 )
AAin (3 )
±ap (1)
+ C2)
x (2)
(17)
(233)
(39)
311 total dissonances.

The most striking aspect of Table 69 is the low
incidence of minim dissonances.

Only three types were

found, none of them above average in frequency, account
ing for 39 of the 311 dissonances, or 1 2 . 5 ^ of Ashe
well® s total, a figure barely half that for the whole
repertoire (2^,63#).

The percentage of both fusa and

semiminim dissonances is considerably higher than that
found for the whole repertoire, while semibreve disso
nances did not occur at all in the music analyzed.
Unusual harmonic dissonances were found* two augmented

^68

triads, and two cross-relations„

In the music analyzed,

no other composer wrote more than one of either of these.
Some 73# of all of Ashewell's dissonances were semlminlm
passing tones (56 .27# unaccented, 1 6 ,72# accented); the
figure rises to 8 5.2^# if passing tones of other notevalues (both accented and unaccented) are included, a
quite high percentage.

Percentages for other normally

fairly common dissonances, such as the semiminim lower
neighbor and escape tone and the minim suspension, are
quite low, and some (e.g., seraiminim anticipation) do
not appear at all.
2.

Unusual and unique forms.

Among the melodic

segments containing dissonance found in Ashewell's works,

2k were found nowhere else in the music analyzed; these
segments contained kS dissonances, or 14.^7# of Ashe
well 's total, a moderately high figure.
segments are shown

Some of the

below.

Fig. 297o

Segments found only in Ashewell.

297a

297b

297c

297d

297e

2 130 (2 )

k’t9

6*33

1:16

6:10

Figs. 297b and 297e show retardations (upward reso
lutions of suspensions), which are sufficiently unusual
in the repertoire to merit quotation.

In spite of the

^69

rarity of the lower neighbor tone as a dissonance, the
figure itself (a note coming from and returning to a
note a step higher) is quite common in Ashewell, as may
be seen in Figs. 297a, 29?b, and 297c; only the first of
these contains a nelghbor-note dissonance.
3.

Texture.

Of the 311 dissonances by Ashewell

catalogued for this study, 20^ (6 5 .59$) were in abnormal
texture.

This figure, while high, is substantially lower

than that for (e.g.) Alwood.

Distribution by types is

shown below.

Table 70. Dissonance types in Ashewell, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate Instances in abnormal
texture/total.
Dias. Number Pet. Piss. Number Pet. Piss. Number Pet.

0/8

0
0
0
0
0
0
0

0/3
0/2

0/2
0/1
0/1
0/1

ipt
As
FApt
X

lAln
0
jAln

1/30
2/8
2/6
1/2
3/6
3/6
2/3

3.33
25.00
33.33
50.00
50.00
50.00

iApt 35/52 67.31
it 150/175 85.71
)t
1/1 100.00
1/1 100.00
*51r 1/1 100.00
>et
2/2 100000

66067

It is quite evident that Ashewell prefers short values
in abnormal texture:

only three minims were found among

the 20^ dissonances in more than four parts, while 36 were
found among the 107 dissonances in normal texture.
C.

Lambe. Walter (fl. late 15th c.)— ■Dissonance

Treatment.
1.

Number and distribution.

Table 71 (page ^70)

4-70
shows how many dissonances of each type were found in
the music by Lambe analyzed for this study, and their
frequency of use as compared to that found in the whole
repertoire.

Table 71. Dissonances found in Lambe*s music.
are used as in Table 6, page 34-2.
'Apt (13)
>^et (1)
lAun (2)
fs (19)
Ain (4)
674 (2)
tt (1)

jDt (4-)
feet
rAln (2)
ri9)

i£t (113)
lApt (38)
(24-)
Apt (1)
M

(1)

Symbols

Jin (8)
et (3)
an (1)
s (15)
et (1)
s (1)
ir (1)

(4-2)
(15)
(177)
264- total dissonancesS O

Dissonance distribution in Lambe's music is somewhat
closer to the average for the whole repertoire than is
the case for most of the other English composers, as is
seen by the "average" distribution of the semiminim pass
ing tone and accented passing tone and the minim passing
tone and accented passing tone.

Like other Englishmen of

the time, however, Lambe is quite sparing in his use of
semiminim lower neighbor tones, escape tones, and antici
pations (the fusa accented passing tone occurs more often
than all three combined).

Semiminim suspensions are

much more common than average, but suspensions in longer
values are comparatively uncommon.
2.

Unusual and unique forms.

Among all the melo-

*J71

die segments containing dissonance found in Lambe's
music, 37 were found nowhere else in the repertoire
examined.

These contained 4l dissonances, 15*53# of his

total, a moderately high figure.

Some of these segments

are shown below.

Fig. 298.

Segments found only in Lambe.

298a

298b

298c

298d

298e

2*^0

In Fig. 298a are found two accented passing tones,
a quite unusual concentration.

The paired passing tones

In Fig. 298b are not unusual, but the syncopated ending
of the figure is„

Fig. 298c is not particularly remark

able except for the fact that it occurred only once In
the music analyzed.

Fig. 298d shows a suspension-ca-

dence figure which is unusual in its rhythm and in the
position of an escape tone before the semibreve rather
than the more common anticipation.

In Fig. 298e a

semibreve suspension is resolved to a dissonance as part
of an under-third cadence.
3.

Texture.

Of the 2 6k dissonances catalogued,

125 (^7.35#) were in abnormal texture.
types is shown in Table 72, page ^72.

Distribution by
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Table 72. Dissonance types in Lambe, ranked in ascending
order of percentage of instances in abnormal texture.
Fractions indicate instances in abnormal texture/
total.
Diss. Number Pet. Diss. Number Pet. Disso Number Pet.
let

£Aln
lAun
6/4
let'

Ian
Aun
<fe¥

0/3
0/2
0/2
0/2
0/1
0/1
0/1
0/1

0
0
0
0
0
0
0
0

tt
Xs
$Aot

Iln
STn
Is
0

0/1
2/19
3/13
2/8
1/4
4/15
3/9

0
10.53
23.08
25.00
25.00
26.67
33.33

61/113 53.98
26/38 68.42
17/24 70.83
3/4
75.00
1/1 100.00
1/1 100.00
51r 1/1 100.00

It can readily be seen by inspection of Table 72.
that passing dissonances are much more predominant in
abnormal texture than in normal texture.

In normal tex

ture there were 82 passing dissonances (accented and un
accented) and 57 others; in abnormal texture, there were
111 passing dissonances and 14 others.

Suspensions

occur predominantly in normal texture (except for the
single semibreve suspension).
D.

Sturton. Edmund (15th-l6th c.)— Dissonance

Treatment.
lo

Number and distribution.

Table 73» page

473, shows how many dissonances of each type were found
in the music by Sturton analyzed for this study, and
their frequency of use as compared to that found in
the whole repertoire.
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Table 73. Dissonances found in Sturton*s music,
bols are used as in Table 6, page 342.

,___ (4)
.Aun (2)

J E D 89)

un (3)
o(15)

.Apt (18)
i n (7)
Ain (1)

fApt (49)
flln (1)
l?Tl4)
Cs (42)

XApt (2)
(97)
±ln (7)
Aa£ (9)

Sym-

|an (1)

un (4)
Aun (4)
ftl (4)
ii. (i)
___ (5 )
E^(8)

Apt (2)
Sun (2)
l5L(2)
75ir (7)

(169)

(20)

(106)

(115)

(1 )

4ll total dissonances.

Table 73 is mute testimony of the unusual dissonance
distribution in Sturton's works0

His preference for

longer values than average is shown by the number of
minim and semibreve dissonance types in the left-hand
column (far above average usage).

The dissonances in

that column account for 41,12$ of all the dissonances
catalogued in Sturton*s music; the same dissonance types
account for only 14.03$ of all dissonances in the whole
repertoire analyzed.

The difference is even more pro

nounced if the normally fairly common minim passing
tone is discounted: the remaining dissonances account
for 19.47$ of Sturton*s total, while these types account
for only 4.66$ of all dissonances for the whole reper-

tolre„

As might be expected, semiminim dissonances,

especially passing tones, lower neighbors, and escape
tones, occur somewhat less often than average, and the
semiminim anticipation occurs only once, much less often
than average.

Among the horde of minim dissonance

types, only the dissonant preparation is conspicuous by
its absence; that situation is as expected, in view of
the scarcity of this dissonance among English composers
(only six of the 206 minim dissonant preparations found
in this study were from English works).
2.

Unusual and unique forms.

Among all the

segments containing dissonance found in Sturton's works,
70 occurred entirely or predominantly there and nowhere
else in the repertoire examined.

These segments ac

counted for 85 dissonances, 2 0.68$ of all his disso
nances catalogued, a quite high figure.

Some of these

segments are shown below.

Fig. 299.

Figures found only or mainly in Sturton.

299a

299b

4:244

1:?3.
4:208
74(2), 75
Kellyk 1

299c

299d

299e

4:121, 131,
254

4:103
108

Of the segments above, only Fig. 299b is intrinsi
cally unusual in terms of metric placement, and Fig.
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299c is unusual on account of accented position and as
cending direction.

Pigs. 299a, 299d, and 299e are unu

sual in their disposition of note values; in shorter
values none would "be extremely uncommon, Pig. 299e in
particular being quite common in halved values.
3.

Texture.

Of the 411 dissonances catalogued,

271 (65,94#) were in abnormal texture.

Distribution by

types is shown below.

Table 74. Dissonance bypes in Sturton, ranked in ascend
ing order of percentage of instances in abnormal
texture.
Fractions indicate instances in abnormal
texture/total.
Diss. Number Pot. Diss. Number Pet. Diss. Number Pet,

fept

2/4

0/2
0/2
0/1
2/9
1/4
4/14
13/42

22.22
25.00
28.57
30.95
33.33
40,00
42.86

50.00
50.00
50.00
50.00
50.00
50.00

60.00
M i

- 7
7M
72/97
74.233
14/18 77.78

7/9
71/89
42/49
6/7

77.78
79.78
85.71
85.71
87.50

100.00
100.00
100.00
100.00

Table 74 shows nothing extraordinary about prefer
ence for one dissonance type over others in abnormal
texture.

It is true that most of the passing types are

somewhat more common than average in abnormal texture,
but the disparity is not nearly as great as was seen in
Lambe's music.

One minor matters

semiminim and minim

suspensions were used, as expected, predominantly in

1*76
normal texture, "but seven of the eight semibreve sus
pensions occurred in abnormal texture.
E.

Wylkynson. Robert (c. 1^50-Co 1515)— Dissonance

Treatment.
Number and distribution.

Table 75 shows how

many dissonances of each type were found in the music by
Wylkynson analyzed for this study, and their frequency of
use as compared to that found in the whole repertoire.

Table 75. Dissonances found in Wylkynson's works.
Symbols are used as in Table 6, page 3^2.
++
£ln (2)
£ l "(i )

fen (1)

^Apt (5)
L.pt--(111)
lApt (35)

Aft! (1.)
^Apt (4)
-..Aun (1)
Oft2 (1)
6Z£~(1)

i

m
Ian

*Pt (2)
iun (1)
(7)

(i)
(1)

(10)
(153)
200 total dissonances.
(12)

(7)
let (2)
>t (9)
(7)

(25)

Two main tendencies are noticeable from inspection
of Table 75.

First, semiminim passing tones (accented

and not) are more common than average? together they ac
count for 73# of all Wylkynson*s dissonances catalogued.
Second, suspensions (especially minims) occur less often
than average, accounting for only 7# of all dissonances,
compared to a figure of slightly over 16^ for the whole
repertoire.
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2.

Unusual and unique forms.

Among all the

segments containing dissonance found in Wylkynson's
works, 27 were found nowhere else in the repertoire
analyzedo

These contained 34 dissonances, 17# of Wyl

kynson's total, a fairly high percentage.

Some of the

segments are shown below.

Fire. 300.

Segments found only in Wylkynson.

300a

300b

300c

300d

300e

1*2

4*31

5*52

1*1

6*11

Fig* 300a is unusual in containing three fusa
dissonances, of which one is the extremely rare fusa
suspension.

In Fig. 300b an accented passing tone be

gins the downward scale.

Fig. 300c contains no ele

ments particularly unusual in themselves, but the com
bination of semiminim escape tone and minim upper neigh
bor did not occur elsewhere in the music examined.

The

retardation following a syncopated minim shown in Fig.
300d was typical of the free use of suspensions among
the English composers.

Fig. 3°0e shows another down

ward scale progression begun with an accented passing
tone, of minim duration, placed between two semibreves.
Texture.

Of the 200 dissonances catalogued,

149 (7^ 05%) were in abnormal texture,

Distribution by-

types is shown below.

Table 76, Dissonance types in Wylkynson, ranked in
ascending order of percentage of instances in
abnormal texture. Fractions indicate instances
in abnormal texture/total.
Disso Number Pet. Diss„ Number Pet.
As
Jet

iun
iAun
Jftl

,un
V4

0/7

0

0/2
0/1
0/1
0/1
0/1
0/1

0
0
0
0
0
0

V ?
5 7 .
Ts
5/7
71.^3
tot84/111 75.68
I S
7/9
77.78
XApt
4/5
80.00
Mpt
32/35 91.^3
gs
1/1 100.00
iln

Diss. Number Pet.
j>Aun
E T
oft2
tot
Jin
Mpt

l/l

1/1
1/1
2/2
2/2
4/4

100,00
100,00
100,00
100,00
100,00
100.00

Aside from the fact that all seven minim suspen
sions are in normal texture, compared to only two of
the seven semiminim suspensions, there is nothing out
standing or arresting about the statistics shown in
Table 7 6 .

Of some slight significance, perhaps, is

the occurrence of only three seralminim accented pass
ing tones in normal texture, compared with 27 unac
cented passing tones.

VI0

English Composers— Late Period.

A.

Aston, Hugh (c. 1480-after 1 ^ 8 ) — Dissonance

Treatment.
I,

Number and distribution.

Table 77» page

479, shows how many dissonances of each type were found
in the music by Aston analyzed for this study, and their
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frequency of use as compared to that found in the whole
repertoire.

Table 77. Dissonances found in Aston's works,
are used as in Table 6, page 342.
++

a

+

$Aln (10
M i n (2)
AApt (7)
M i n (1)
iun (5)
AAun (5)
lap (1)
674 (4)
6/5i r (4)

£

(45)
(3)

ki.

(100 )

On (14)

■s (11)

iet (5)
M (24)
o (3)

p (30
ir (1)

(48)

(39)

Symbols

(156)

(32)

275 total dissonances,

Aston's fondness for accented dissonances is shown
by their heavy concentration in the left-hand column: six
of the seven melodic dissonances listed there are accented
types (only the minim upper neighbor is not).

In addi

tion, the semiminim accented passing tone is used some
what more often than average.

The only accented disso

nance types not used more often than average are the sus
pensions— a trait Aston shares with most English compo
sers in this study.
Anticipations, free tones, and dissonant preparations
did not appear among the dissonances catalogued; dimi
nished sonorities and escape tones were rare.
2,

Unusual and unique forms.

Among the segments

containing dissonance which were found in Aston's music,
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some 24 occurred nowhere else in the repertoire exam
ined o

These contained 32 dissonances, 11.64# of Aston's

total, a moderate percentage.

Some of these segments

are shown below.

Segments found only in Aston,

Flffo 301

301b

3*40

301c

301d

301e

2*12

3*15, 17
5*33

5

(5*38, _£t
only; 4*10,
Apt only)

Among the segments shown above, perhaps the most
unusual is the accented minim upper neighbor tone in
Fig. 301d; the minim suspension resolved by leap (Fig.
301e) is also somewhat out of the ordinary.

Figs. 301a

and 3°lb demonstrate again the English fondness (shared
by a few Continental composers) for the dotted minim
followed by two fusae.
tone begins a tempus.

In Fig. 301a an accented passing
Fig. 301c is in no way remarkable

except for the fact that it was not found elsewhere in
the music examined„
3«

Texture.

Of the 275 dissonances catalogued,

184 (6 6 ,91^) were in abnormal texture.
types is shown in Table 78, page 481,

Distribution by
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Table 78. Dissonance types in Aston, ranked in ascend
ing order of percentage of instances .in abnormal
texture. Fractions indicate instances in abnormal
texture/total.
Diss. Number Pet.

■ m w *.

O

0/3

Tkln

0/1

is
AAun

2/11

i/4

Ain

1/5
1/4
8/24
1/3

0
0
18.18
20.00

25.00

Diss. Number Pot.
6/51r 2/4
In
8/14
.Apt
4/7
Ml
3/5
7/10

33.33
33.33

33/45

Diss. Number Pet.

50.00 A^t
57.14 Apt
57.14 3a£
60 0.OO o75r
70..00 lAln
73.33 I S F

Table 78 shows no unusual features.

24/30 80.00
80/100 80.00
1/1 100.00
1/1 100.00
2/2 100.00
5/5

100.00

As might be

expected, suspensions are used quite sparingly in ab
normal texture, while passing tones (especially unac
cented) predominate.

Few of the dissonance types which

occur often enough for figures to be significant show
textural distribution widely at variance with Aston*s

average.
B.

Carver, Robert (c. 1487-after 1546)— Dissonance

Treatment.
1.

Number and Distribution.

Table 79» page

482, shows how many dissonances of each type were found
in the music by Carver analyzed for this study, and
their frequency of use as compared to that found in the
whole repertoire.
As shown in Table 79, Carver's use of the semiminim
and minim suspensions is very sparse, while his use of
the semibreVe suspension is approximately at the average
rate found in the whole repertoire.

It is most unusual
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to see, as in Carver’s case, the semibreve suspension
more commonly employed than either of the two smaller
values.

Escape tones and lower neighbor tones are also

quite uncommon in Carver's music.

On the other hand,

as might be expected, accented passing tones are much
more common than average, as are minim unaccented pass
ing tones.

Table 79. Dissonances found in Carver's works.
are used as in Table 6 , page 3^2.

’)rjr

+

a

-

iApt (104)

JLun (1)

|£t (4)

&pt

AptT(76)

jpt (129)

Apt (3)
Aun (8 )

M i n (1)
bs (4)

<ift2 (1)

p75r (1)

6Z T ( 2 )

I t 9)

2,

-—
(3)

(10)
2ejfc (1)

(194)
(1 )
(148)
363 total dissonances.

Symbols

(14)

Unusual and unique forms.

iet (1)

117(2)
£s (3)

(6 )

Of all the seg

ments containing dissonance catalogued in Carver's works,
25 occurred nowhere else in the music analyzed.

These

contained 34 dissonances, 9.31% of Carver's total, a fig
ure slightly below average and lowest among the English
composers included in this study.

Some of the segments

are shown in Fig. 302, page 483.
Figs. 302c and 302d show unexpected upward direc
tion: in the former, a lower neighbor would perhaps have
been more logical in order to avoid the redicta; and in
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the latter, the upward turn after the suspension reso
lution certainly negates any cadential feeling one
might have expected.

None of the other segments shown

is intrinsically unusual, though each only occurred once.

Fig. 302.

Segments found only in Carver.

302a

302b

2:16

' 3:23

3.

302c

302d

302e

1*7. 8
^*79
(also 1 1 :
1 1 , 17 with
first note
a syncopated
semibreve)

Texture„

11:65

Of the 363 dissonances catalogued,

244 (6 7 .22^) were in abnormal texture.

Distribution by

types is shown below.

Table 80. Dissonance types .in Carver, ranked in ascend
ing order of percentage of instances in abnormal
texture. Fractions indicate instances in abnormal
texture/total•
Disst| Number Pot.
As
0/3
la
0/2
6740/2
%Aun 0/1
Jft2 0/1
oT^r 0/1
11.11
o
1/9

Diss. Number Pet.
s
1/4
25.00
In
3/10 30.00
Apt 2/3
66.67
Jb 88/129 68.22
Apt 77/104 74.04
t
3/4
75.00

Diss. Number Pet.
dun
Apt
iAln
Aeit—
lApt

6/8
75.00
57/76 7 5 .OO
1/1 100.00
1/1 100,00
1/1 100.00
3/3 100.00

Carver*s extreme reluctance to use suspensions or

1*84
diminished triads in abnormal texture is shown in Table
80.

These dissonances account for only two of the 244

dissonances in abnormal texture (0„82$), compared to
sixteen of the 119 dissonances in normal texture (13*45$)
In the whole repertoire these dissonances account for
1 8 „76$ of the total.
Except for the semiminim lower neighbor tone, all
the other dissonances occurring more than four times
are used with nearly equal frequency in both normal and
abnormal texture.
C.

Ludford. Nicholas (c. l480-c. 1557)— Dissonance

Treatment.
1.

Number and distribution.

Table 81 shows how

many dissonances of each type were found in the music by
Ludford analyzed for this study, and their frequency of
use as compared to that in the whole repertoire.

Table 81. Dissonances found in Ludford's works.
bols are used as in Table 6, page 3^2.

Sym

35T(i8)
Jet

(1)

os (2)
(4)
(188)
(88)
319 total dissonances

(39) '

Table 81 shows a general distribution markedly dif-

ferent from that of most of the other English composers.
In most of the tables shown so far for the English
school, the far left column, indicating a much higher
than average frequency of occurrence, has been the long
est (see Kellyk, Sutton, Alwood, Ashewell, Wylkynson,
Aston, and especially Sturton).

Ludford stands alone

among English composers in his pattern of distribution.
One factor influencing this distribution is Ludford's
high concentration of semiminim passing tones, which
means that he uses fewer than average of many other
types, including no harmonic dissonances at all.

How

ever, Ashewell and Wylkynson also use the semiminim
passing tone extremely frequently, and their distribu
tion patterns are much more typical of the English
group.

The best explanation for Ludford's unusual dis

tribution pattern lies in the dissonances he uses most
rarely:

they are (except for the minim upper neighbor

and the semiminim accented upper neighbor and free tone)
fairly common dissonances in which single or few occur
rences produce frequency figures at or below average
rates.

Many of the dissonance types used by (e.g.)

Sturton are so rare that even a single occurrence in a
given composer's works gives him a frequency of usage
far above average (the dissonance types used by Sturton
are listed on page ^73t and even a cursory glance at the
list will show many more unusual types than are seen in
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Ludford).

For the most part, then, Ludford restricts

himself to the most common dissonance types much more
than do most of his insular colleagues (or, in other
words, in this regard at least he more closely resembles
Continental composers, whose works in this study are in
such a numerical majority as to make the "average" fi
gures for the repertoire reflect quite strongly a Con
tinental rather than an English style).
2.

Unusual and unique forms.

Among the seg

ments containing dissonance found in Ludford's works,
31 were found nowhere else in the repertoire examined.
These contained 45 dissonances, 14.11$ of Ludford's
total, a moderately high figure.

Some of these segments

are shown below.

Fig. 303.

Segments found only in Ludford.

303a

303b

303c

303d

303e

jjgjEgijgffip
1:11

7:34

1 0 :102,
103

10:81, 107

5 :1 3 , 1?

Of the segments shown above, Fig. 303a is one of
the most unusual, because the leap at the end is quite
unexpected (in fact, unique).

Fig. 303b shows three

dissonant elements, all quite common in themselves, but
seen nowhere else in this combination.

Fig. 303c is in
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no way remarkable, and Fig. 3°3<1 is only mildly strange
(minim upper neighbors were quite uncommon).

The upward

resolution is the only unusual feature of Fig. 303©•
3.

Texture.

Of the 319 dissonances by Ludford

catalogued for this study, 203 (6 3 .64$) were in abnormal
texture.

Distribution by types is shown below.

Table 82„ Dissonance types in Ludford, ranked in as
cending order of percentage of instances in abnormal
texture. Fractions indicate instances in abnormal
texture/total.
Diss. Number Pet.

Diss. Number Pet„

1Aun

As
8/18
Jin
5/ H
as
1/2
A£t 124/186
Met
31/46

Jet""
Aun
4s

0/1
0 .
0/1
0
1/4 25.00
3/10 30.00
2/5
40.00

Diss. Number Pet.

44„44 ijgt
24/31 77.42
45.45 Ian
l/l 100.00
50.00 Ifti 1/1
100.00
66.67 AArt 1/1 100.00
67.39
l/l 100.00

In treatment of texture, Ludford does about what
might be expected:

passing tones (accented and unac

cented) are all slightly more common in abnormal texture
than in normal texture, and suspensions are more common
in normal texture.

The only other dissonance to occur

more than ten times in the music analyzed was the semi
minim lower neighbor, which (like all the other neighbor
tones) is more common in normal than in abnormal tex
ture.
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VII.
A.

Other Composers— Middle Period.
Coppini. Frate Allessardro (c. 1460-152?) — ■Dis

sonance Treatment.
1,

Number and Distribution.

Table 83 (below)

shows how many dissonances of each type were found in
the works by Coppini analyzed for this study, and their
frequency of use as compared to the whole repertoire.

Table 83. Dissonances found in Coppini's works.
bols are used as in Table 6, page 342.
+
{Ain (12) lln (80)
Idp (1 )
675 (2 )
lft2 (1 ) 67$r (4)
Odp (1)

a
{in (2)
A£t (262)
{Ajgt (114)
let (28)
Van (11)
ET(27)
iPt (92)

-

Sym

“**

{fl.pt (4)
ten (2 )
ten (1 )
o (1 3 )

Ei”(iio)
Aet (4)
&T(8)
(38)
(8 6 )
(670)
818 total dissonances.

(24)

The overwhelming dominance of the "average" column
in Table 83 is immediately noticeable.

More significant,

perhaps, is the fact that almost all of the fairly common
dissonances (the semiminim lower neighbor being the lone
exception) are found in that category, showing that Coppini*s use of dissonance types is remarkably close to
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the average for all composers included in this study.
One interesting deviation may "be noted:-

the unusually

high frequency of use of the dissonant preparation.
In no other composer's works were three values of disso
nant preparations found; Coppini uses all three, and all
of them are found in the "far above average" category,
albeit two of them with just one instance each.
2.

Unusual and unique forms.

Among all of the

idioms containing dissonance found in Coppini's works,
54 appeared nowhere else in the repertoire examined.
These segments accounted for 68 dissonances, 8.31$ of
Coppini's total, a figure only slightly below the 10#
figure observed for the whole repertoire.

Some of the

segments found only or mainly in Coppini are shown below.

Fig. 304.

Segments found only or mainly in Coppini.

304a

304b

304c

304d

304e

1:22
6:138

5*24

1:78
6:183, 195

£E

1 :2 6, 27
(2), 29,
30, 71
Sutton 1

1:57
5:81

Figs. 304a and 304b show unusual accented semiminim
passing tones.

Fig. 304a is unusual because the expec

ted dissonance

would be the first semiminim, and Fig.

304b is unusual because a dissonance in accented position
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"begins the scale pattern.

Figs. 304c and 3Q4d show

two quite similar segments, the latter ending with a
dissonant preparation-suspension figure.

Fig. 304e

shows a suspension whose only remarkable trait is its
rarity in the repertoire examined.
3*

Texture.

Of the 818 dissonances catalogued,

250 (30.56/6) were in abnormal texture.

Distribution by

types is shown below.

Table 84. Dissonance types in Coppini, ranked in ascend
ing order of percentage of instances in abnormal tex
ture. Fractions indicate instances in abnormal tex
ture/total .
Diss . Number Pet.

P i s s N u m b e r Pet.

£Aln
6Z<r

4/23
2/11
21/110
6/28
19/80
f . l/4
let
1/4
? 7 3 i r 1/4
l~pt 88/262

3.6.67

17.39
18.18
19.09
21.43
23.75
25.00
25.00
25.00
33.59

Piss. Number Pet.
lApt 43/114 37.72
Apt
46/92 50.00
gZE
1/2
50.00
Jun
2/3
66.67
$s
7/8
87.50
Jd£
1/1
100.00
$d£
1/1
100.00
AApt 3/3 100.00

It is suggestive that of the dissonance types shown
in Table 84, the fusae occur predominantly in normal
texture (seventeen of eighteen instances), and the semi
breves predominantly in abnormal texture (eight of nine
instances).

Nothing conclusive can be drawn from figures

based on so few instances.

Aside from these, the figures

above show that the longer values are slightly more like
ly than the shorter ones to be found in abnormal texture.
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This is particularly true of the suspension, the passing
tone, and the accented passing tone.

However, the diff

erences are quite small for most of the other disso
nances, or are based on too few instances to be indica
tive.
E,

Flnck. Heinrich (1445-1527)— Dissonance Treat

ment.
1.

Number and distribution.

Table 85 shows how

many dissonances of each type were found in the music by
Finck analyzed for this study, and their frequency of use
as compared to that found in the whole repertoire.,

Table 85. Dissonances found in Finck's works.
are used as in Table 6 , page 342.

'H-

+

Jet. (50)
Jan (9)
Aftl (1 0 ) ^eb (5 )
OPt (1 )

a

-

k t (236)
E p t (65)
Jjln (30)
iun (3)

U v t (2 )
M i n (1 )
Jgt (1 7 )
(3)

Symbols

—
(D

Sr(21)
Xs (k6)
SZ5r (2)
IZSir (3)
(61 )
(14)
(417)
516 total dissonances.

(23 )

(1 )

The concentration of dissonances within the "average"
column is quite noticeable.

Semiminim types predominates

this note value accounts for 424 of Finck's 516 disso
nances catalogued (8 2 .17#), compared to a figure of 6 7 .66#
for the whole repertoire.

The figures for all other note

values are much lower in Finck's music than in the whole
repertoire:

fusae,

.77$ vs 3 »19$f minims, 1 3 .76$ vs

2k ,63%•, and semibreves, .19$ vs 1.03$.

Harmonic disso

nances accounted for 3.10$ of Finck®s total, somewhat
lower than the 3 .95$ found in the whole repertoire.
Among individual dissonances, the semiminim escape
tone and free tone (type 1 ) stand out for very high fre
quency of use, while the semiminim anticipation and the
minim escape tone are found somewhat more frequently
than average.

On the other hand, the minim passing tone

and dissonant preparation were found somewhat less often
than average.

All fusa dissonances occurred less often

than normal, the passing tone much less often.
2.

Unusual and unique forms.

Among the seg

ments containing dissonance found in Finck®s works, 36
were found nowhere else in the repertoire analyzed.
These contained 60 dissonances, 11.62$ of his total, a
moderate percentage.

Some of these segments are shown

below.

Fig. 305.

Segments found only in Finck.

305a

305b

305c

305d

305e
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Fig, 305a is unusual in ending such a long rising
scale with an escape tone.

The escape tone in Fig.

305b is also unique in the repertoire examined.

Two fac

tors set Pig. 305c apart from any others observed:

the

repetition of the dotted rhythm before the anticipation,
and the resolution up

by

a third

after the noteantici

pated.

an

unusual

concentration of disso

Fig. 305d has

nances:

by itself the semiminim suspension followed by

the free tone (ornamented suspension pattern) is quite
common, but in this case the expected note of resolution
is shortened to a semiminim, followed by a rising escape
tone, and resolved down by a third.
tain an error:

Fig. 305e may con

the second semiminim may be intended a

step higher, thus making a scale rather than the some
what ungainly figure shown.

I 11 either case, however,

the

segment is unique.
3.

Texture.

Of

the 516

dissonances byFinck

catalogued for this study, 341 (66 „09$) were in abnormal
texture.

Distribution by types is shown below.

Table. 8 6 . Dissonance types in Finck, ranked in ascending
order of percentage in abnormal texture; fractions
show instances in abnormal texture/total.
Piss. Number Pet.
Iftl
£Aln
ts
s
Aun
XAPt
ian

0/10
0/1
14/46
7/21
1/3
1/2
5/9

0
0
30.43
33.33
33.33
50.00
55.56

Piss. Number P.ct,
iln
o
lApt
Apt
Jdp

19/30
7/11
42/65
11/17
2/3
6/ 51r 2/3
let''” 34/50

63.33
63.64
64.62
64.61
66,67
66.67
68.00

Piss. Number Pet.
ipt 187/236
£pt
1/1
Apt
1/1
675r
2/2
JejT
5/5

79.24
100,00
100.00
100.00
100.00

ksh
Table 86 shows that suspensions are much more com
mon in normal than in abnormal texture, and passing
tones (except for minims) are more common in abnormal
than in normal texture.

Aside from these instances,

all of the common dissonances are used with nearly equal
frequency in both normal and abnormal texture.

Two

less common types, the semiminim free tone (type one) and
the minim escape tone, show consistent usage:

all in

stances of the former were found-in normal texture, while
all instances of the latter were in abnormal texture.
With so few instances and such high concentrations in
short sections, however, it is not possible to draw any
conclusions concerning these two types,

VIIIo
A,

Other Composers— Late Period.
Bruok, Arnold van (d. 1554)—

Dissonance Treat

ment.
1,

Number and distribution.

Table 87 (page ^95)

shows how many dissonances of each type were found in the
music by Bruck analyzed for this study, and their fre
quency of use as compared to that in the whole repertoire.
According to Table 87, Bruck uses semiminim values
slightly mare often than average, and minim values slightly
less often.

Among individual dissonances, the semiminim

lower neighbor is used more frequently than average, the
escape tone less frequently than average.
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Table 8 7 .- Dissonances found in Bruck's music.
are used as in Table 6, page 342,
rh +

+

a

£Aln (2)
tun (4)

iln (26)

6 s (9)

ffil (1)

o/5r (1)
o (7)

Ipt (78)
X ftbt (29)
lan (2)
S n (1)
M g (2)
6s (29)

67*+ (1)

(141)
(8 )
(43)
201 total dissonances

2.

Symbols

let (4)
(5)

(9)

Unusual and unique forms0

Of all the seg

ments containing dissonance found in Bruck's music, 24
occurred nowhere else in the repertoire analyzed.

These

accounted for 31 dissonances, 15»43$ of Bruck's total, a
moderately high percentage.

Some of the segments are

shown below.

Flp;,, 306.

Segments found, only in Bruck's music.

306a

306b

306c

306d

306e

1
1 :5 8, 69

1:54
(1*51, 56
with ^ln
only)

3«

Texture.

1:50

1:77

t*lUdpx
1:71

Of the 201 dissonances catalogued

from Bruck's music, 96 (47,76%) were in abnormal texture.
Distribution by types is shown in Table 88, page 496,
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Table 88, Dissonance types in Bruck, ranked in ascending
order of percentage of instances in abnormal texture.
Fractions show instances in abnormal texture/total.
Piss. Number Pet.

0/2

0
0
0
0

0/2

0/1
0/1
1/9
9/29

Piss. Number Pet.
o
,,an
£t

3/7
13/29
1/2
42/78

3/5

60.00

tin

16/26

61.54

11.11
31.03

Piss. Number Pet.

^2 086
^.83
5 0o00
53.85

3A

75.00

3/fi
1/1
1/1

75.00
100.00
100.00

As might be expected, Table 88 shows that suspensions
ocQurred much more often in normal than in abnormal tex
ture, while passing tones showed the reverse tendency,
one which is seen also in the semiminim lower neighbor.
Bo

Festa. Costanzo (1490-15^5)— Dissonance Treat

ment .
1.

Number and distribution.

Table 89 shows how

many dissonances of each type were found in the music by
Festa analyzed for this study, and their frequency of use
as compared to that found in the whole repertoire.

Table 8 9. Dissonances found in Festa's music.
are used as in Table 6, page 3^2.

h l n (5)

(5)
53 6

<>Avt (12) lpt (189)

jt

i
(6*0
itftl (2)

tet (13)
5 £ (1 )

.A p t (5 8)
<e (1 6 )

ET93)

m

o (20)

6/5r (2)
6/5ir (4)

(2 )

kv

(54)

(191)
(323)
total dissonances.

(1

6

)

(i)

Symbols

(i)

k97
The most considerable deviations from average to be
found in Table 89 are the high frequency of use of the
semiminim lower neighbor (which occurred more often than
the semiminim accented passing tone) and the minim sus
pension#

The semiminim escape tone was used somewhat

less often than average, and the minim dissonant prepara
tion was used only once.
2.

Unusual and unique forms.

Of all the segments

containing dissonance found in the works by Festa ana
lyzed for this study, sixteen were found nowhere else in
the music examined.

These segments contained 27 disso

nances, 5 . 0 ^ of Festa*s total, a quite low percentage.
Some of the segments are shown below.

Fip:. 307.

Segments found only in Festa's music.

307a

307b

307c

307d

3°7e

2 s99i 102

2 *117, 120

2 *7^, 77

l*6l, 65

3 *165. 166

The segments shown above, like most of those found
in Festa's music, are apparently quite normal idiomatic
writing for their period, the most surprising thing about
them being the fact that they did not appear elsewhere in
the music analyzed.
3.

Texture.

Of the 536 dissonances catalogued,

215 (40.il$) were in abnormal texture,.

Distribution by-

types is shown below.

Table 90. Dissonance types in Festa, ranked in ascending
order of percentage of instances in abnormal tex
ture? fractions show instances in abnormal texture/
totalo
Piss. Number Pet. Piss. Number Pet. Piss. Number Pot.
As
fAln
Apt
Ktl
675r
Ain

0/20
0/5
0/2
0/2
0/2
0/1

0
0
0
0
0
0

id£
o
As
Hot
Xet

0/1
2/20
14/93
3/12
4/13

0
10.00
15.05
25.00
30.77

ipt
21/5**- 38.89
±ln
32/64 50.00
AAbt
30/58 51.72
Apt105/I89
55.56
6751 r 4/4 100000

As is the case for most of the composers cited so
far in this study, Festa uses suspensions much more
often in normal than in abnormal texture, and semiminim
passing tones much more often in abnormal than in normal
texture.

Aside from this fact, no obvious major tenden

cies are observable from Table 90 .

It is of interest to

note that the two regular ^ sonorities both occurred in
normal texture, while the four irregular examples all
occurred in abnormal texture.
C.

FoKliani. Giacomo (early 16th c.)— Dissonance

Treatment.
1.

Number and distribution.

Table 91 (page 499)

shows how many dissonances of each type were found in the
mu.sic by Fogliani analyzed for this study, and their fre
quency of use as compared to the whole repertoire.
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Table 91o Dissonances found in Fogliani's music,
bols are used as in Table 6 , page 342.
*H*

+

a

lan (5)

.>pt (118)
<Apt (40)
<tin (29)
.►dp (4)

>s (2 2)
a (6 )

tt (1 )

(28)
(191)
232 total dissonances.

(6 )

-

Sym-

-et (2 )

(1 )
^51r (1)

(2)

(5)

Table 91 shows an interesting pattern of distribu
tion.,

There are no fusa or semibreve dissonances, and

the ratio of occurrences of the two intervening values
is weighted, far more heavily than average, toward the
semiminims 195 of the 232 dissonances, or 84,05# (aver
age

for the whole repertoires 6 7.66#).

Minim disso

nances account for 29 of the 232, or 1 2 .50#, barely half
of the 24.63# found in the whole repertoire.

Harmonic

dissonances accounted for eight instances, 3 <>45# of the
total, quite close to average.

Among minim dissonances,

the dissonant preparation occurred somewhat more than
average, the suspension average, and two other types
less than average.

Among semiminim types, the passing

tones (accented and not) and lower neighbor tone occur
red more often than average, and the anticipation much
more so.
2.

Unusual and unique forms.

Ainong all the seg

ments containing dissonance found in Fogliani’s works,
fourteen occurred nowhere else in the music analyzed.

5 0 0

These segments accounted for seventeen dissonances,

7,32% of Fogliani's total, a fairly low percentage0
Some of these segments are shown below.

Ftp;. 308.

Segments found only in Fogliani.

308a

308b

308c

308d

308e
E

2:26

2 :25

S

1:8
2:18

2:18

2:9

S

Figs. 308a, 308b, and 308e have unusual rhythmic fea
tures (only mildly so in the case of Fig. 308e), while
Fig. 308c is one of the very few instances found of a
suspension in a minor color grouping,,

Fig. 308d is not

apparently unusual in any way, but occurred nowhere
else in the repertoire.
3.

Texture.

Of the 232 dissonances by Fogliani

catalogued for this study, 12k (5 3*^5/0 were in abnormal
texture.

Distribution by types is shown below.

Table 92. Dissonance types in Fogliani, ranked in as
cending order of percentage of instances in abnor
mal texture; fractions indicate instances in abnor
mal texture/total.
Piss. Number Pet.

Piss. Number Pet.

is
Ait
675ir
tt

0/1
0/1
0/1
0/1

0
0
0
0

^s
l£b
let
pp

pn

1/5

20.00

9/22
59/118
1/2

2/k

*K)„91
50.00
50.00
50.00

Piss. Number Pet.
o
lApt
jTn
Apt

3/6
50.00
27/kO 67.50
20/29 68.97
2/2
100.00
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Table 92 reveals no major differences in dissonance
distribution between normal and abnormal texture.

The

expected higher incidence of suspensions in normal tex
ture may be seen, but the difference in distribution is
much less than average.

Likewise, the semiminim accented

passing tone and lower neighbor are more common in ab
normal than in normal texture; however, as was seen with
the suspension, the difference is less than might have
been expected.

One slightly unusual factor:

the unac

cented semiminim passing tone is slightly more common in
normal than in abnormal texture,
D.

Sticheler. Johannes (fl. early 16th c,)— Disso

nance treatment.
1.

Number and distribution.

Table 93 (below)

shows how many dissonances of each type were found in the
music analyzed, and their frequency of use as compared to
that found in the entire repertoire.

Table 93. Dissonances found in Sticheler's music.
bols are used as in Table 6, page 3^2,
++
+
a
—
— —

Z H
(81)
(2
(57)
**31 total dissonances.

7 3

(**)
)

(20)

Sym

Prominent in the "far above average” column in
Table 93 are the fusa accented passing tone and the dimin
ished

sonority.

As a result of Sticheler*s heavy use

of these dissonances, frequency of use of all fusa disso
nances and all harmonic dissonances is well above aver
age.

Frequency of use of minim dissonances is also

very slightly above average, while that for semiminim
and semibreve dissonances is slightly below average.
However, the most numerous dissonances are used at a
quite average rate, the main exceptions being the minim
suspension (somewhat above average) and the semiminim
lower neighbor (somewhat below average usage).
2.

Unusual and unique forms.

Among all of the

segments containing dissonance found in Sticheler's
works, only eight were found which occurred nowhere
else in the repertoire examined.

These accounted for

thirteen dissonances, 3*02# of his total, a very low
percentage (by comparison, the "originality quotients,”
as this statistic might be called, for the other two
German composers in this study were much highers 15.^3#
for Bruck, 11,62# for Finck).

Some of the segments

found only in Sticheler*s works are shown in Fig. 309i
page 503»
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Figo 309o
309a

Segments found only in Sticheler.
309b

309c

309d

309e

<0 .__________________ -----------1 :20, 25, 4:80
34
3*31 ,
(with
instead of
jan in
1:30 and
3*28)

2:19, 24

4:76

5:14

Some of the segments shown in Fig. 309 warrant the
conclusion that, though Sticheler did not often stray
from the beaten path, his occasional forays were quite
adventuresome.

Figs. 309a and 309"b are not particularly

unusual, but the others all have points of interest.
Fig. 309c contains a semimJnirn suspension resolved by
a leap of a fourth (the expected note of resolution imme
diately follows the note leapt to); Fig. 3°9d shows the
only instance so far noted of a dissonant-preparation
idiom without the suspension (l0e., a dissonance, in this
case approached by leap, which is held over as a conso
nance); and Fig. 309e shows one of the very few semibreve
retardations found in the repertoire analyzed.
3.

Texture.

Of the 431 dissonances catalogued

from Sticheler's music, 15? (36.43$) were in abnormal
texturec
page 504.

Distribution by types is shown in Table 94,
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Table 94. Dissonance types in Sticheler, ranked in
ascending order of percentage of instances in ab
normal textures fractions indicate instances in
abnormal texture/total.
Diss. Number Pet„

Piss. Number Pet.
3/25
12/72
1/4
2/7
5/16
>t 7/21
Apt 65/149

12.00
16.67
25.00
28.57
31.25
33.33
43.62

Piss. Number Pet.
JlApt 21/43 48.84
Vln
8/25 53o33
25/38 65.79

1/1
1/1
1/1

100.00
100.00

100.00

4/4

100.00

11.11

The distribution of dissonances between abnormal
and normal texture is, in general, fairly even in Sticheler's music.

Exceptions are as follows;

all four

semibreve dissonances are in abnormal texture; the har
monic dissonances are predominantly in normal texture;
suspensions of minim and semiminim value are, as might
be expected, most often found in normal texture; and
passing tones, including accented ones, are found more
often in abnormal texture (minims especially).

IX.

Unusual and Unique Forms— A Summary.

Throughout this chapter mention has been made of
melodic segments which were found in the music of each
composer but nowhere else in the music analyzed.

While

this information is of limited application (see below),
it may still prove useful in some respects.

First, it

serves to point out quite strongly certain composers
whose treatment of dissonance is quite different from
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that of most of their contemporaries in employing melodic
or rhythmic figiirations not found elsewhere.

Second, it

serves equally well in pointing out (in most cases) which
composers are nearest the norm for the time in respect to
dissonance treatment, those with the lowest percentages
of unique forms obviously sharing to the highest degree
the melodic idioms most typical of the time.
If more research is done using the line of inquiry
here employed, many of the forms listed as "unique" in
this study are hound to he duplicated, thus depriving
them of their unique status and changing (however
slightly) the statistics for the composers involved.
Further, new "unique" forms will also he found.

Even

so, it is of interest to note the rankings of schools
and composers in respect to the matter of unique segments.
The next two tables summarize the statistics.

Table 95. Summary of occurrence of unusual and unique
segments, hy schools.
S c h o ol
~

Early
Middle
Late
To t a l
Number P e t . Number P e t . Number P e t . Number P e t .

England
Netherlands

18.77 f

17.81 Ui 11.60

.92 ^

9.02 £2ig 8.14

| | 9

U|0

8

i

Others

Total

| | 4

25§0

1 3

- ^ I
8 5 1

9.59 f

1 0 -2 6

§ 0 0

7 3 5 5

| = | 6

16.56
8.71

6.28 §1^ 7.90
8

< 2Tra5.10l0°
2 3
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Table 96. Ranking of composers in respect to occurrence
of unusual and unique segments. Fractions indicate
number of dissonances occurring in such segments/
total dissonances catalogued for the composer. For
the Group listing, the first letter Indicates the
period (E=early, M=middle, L=late), the second the
school (E=England, N=Netherlands, 0=0ther). Total
for all composers, 2116/21161, 1 0 .00$.
Note* Mouton's Benedlcam Domlnum is listed sep
arately from his other works because it would radi
cally change his ranking if included with his total.
Note:
Totals for the anonymous Ave Marla do not
Include dissonances by Josquin already counted for
• the four-voice version of that work.
Composer

Group Number Pet.

LN
Mouton,
57/158
Benedicam Dominum
Kellyk
EE
91/371
Forestir MN
57/269
85/411
Sturton
ME
Alwood
ME
62/313
Ockeghem EN
37/192
EE 111/636
Browne
66/380
Silva
MN
34/200
Wylkynson ME
Anonymous , MN? 23/137
Ave Maria
41/264
Lambe
ME
31/201
Bruck
LO
Ashewell ME
45/311
Sutton
EE
42/293
Ludford
LE
45/319
Champion LN
25/192
Bauldeweyn LN 55/440
Isaac
MN 169/1363
La Rue
MN
67/570
Aston
LE
32/275
60/516
Finck
MO
Tinctoris EN
35/323
Richafort LN
62/597

36.05
24.53
21.19
20.68
19.81
19.27
17.45
17.37
17.00
16.79
15.53
15.43
14.47
14.33
14.11
13.02
12.50
12.40
11.75
11.64
11.62
10.84
10.38

Composer

Group Number Pet.

36/380 9.47
Prloris
MN
Carver
LE
34/363 9.37
Agricola MN 112/1246 8.99
Verdelot LN
16/182 8,80
68/818 8.31
Coppini
MO
Genet
LN
13/177 7.34
Fogliani L0
17/232 7.32
33/482 6.85
Divitis
LN
11/162 6.79
Willaert LN
46/693 6,64
Fevin
MN
Josquin (probable works)
MN
50/772 6.51
Brumel
LN 81/1311 6.18
Josquin (authentic works)
MN 128/2255 5.68
Obrecht
EN
44/785 5.61
Festa
LO
27/536 5.04
Mouton (except Benedicam Do
24/497 4.83
minum) LN
10/208 4.81
Rener
LN
10/266 3.76
Carlir
LN
Sticheler LO
13/431 3.02
8/306 2.62
Senfl
LN
Pipelare MN
3/289 1.04
0.00
Gascongne MN
0/39

Table 95 (page 505) clearly shows that the English
composers had a much higher percentage of dissonances in
the "unique" category than did either of the other groups.
This finding was true in all periods and by wide margins.
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7

There is some decrease in this statistic shown between
the middle and late English groups.

The apparent de

crease in the percentages shown in the totals from early
to late is somewhat deceptive:

the high percentage in

the early group is due to the fact that half the disso
nances included there are from the English school: in
the two later groups the percentage of English disso
nances among the total is much smaller.
Among individual composers (shown in Table 96, page
506), as might be expected, English composers dominate
the upper end of the rankings.

Of the English composers,

only Robert Carver is below the 10# average figure (at
9*37#)•

Can the high incidence of unique segments in Eng

lish compositions be explained simply by their minority
status among the works analyzed and their isolation from
the Continental mainstream?

Not entirely:

the differ

ence (perhaps caused in part by separation from the main
stream) is one oF style:

namely, that the English compo

sers ordinarily used a much wider variety of melodic seg
ments than did the Continental composers.

The typical

Netherlands composer had a fairly small repertoire of seg
ments which he used most of the time, while the typical
English composer had no such standardized repertoire (a
few typical figures aside), but used a bewildering vari
ety of figures a very few times each.
In Table 9 6 , Gascongne's position must surely be
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disregarded as based on too few dissonances and taken
from a highly atypical piece.

Likewise, Mouton's

Benedicam Domtnum has already been mentioned as a most
unusual piece, and statistics for it do not appear con
sistent with the rest of Mouton's work.

For the rest

of the table, however, the data should be fairly reli
able, increasingly so as the number of instances
increases.

Xo

Some Distribution Anomalies.

Some few disso

nances were fairly evenly distributed among all compo
sers and schools.

Most of them, however, are unevenly

distributed, so that some composers use them much more
frequently than others, while some composers do not use
them at all (in the music analyzed).

For many of the

rarer dissonances, their absence in a given composer's
music is no surprise; one does not raise eyebrows, for
example, at finding that a certain composer does not use
the fusa anticipation, for only two of them were found
in the entire repertoire.

The absence of a particular

dissonance type is worthy of remark only when its pre
sence would normally be expected, i.e., when it occurs
fairly frequently in the whole repertoire.
Ten dissonance types occurred more than 212 times
each (i.e., more than 1% of all dissonances catalogued).
Two of them were found in the works of every composer:
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the semiminim passing tone and the semiminim accented
passing tone.

Three others were found in the works of

every composer except Gascongne:

the semiminim lower

neighbor and suspension, and the minim suspension.
(The exceptional nature of the single short piece by
Gascongne included in this study has already been pointed
out, and the absence of these dissonances from that piece
should not be taken as indicative of any tendency in his
other works.)

The table below shows in which composers'

works the absence of the ten most common dissonance was
noted.

Table 97. The ten most common dissonances, with names of
composers in whose works (analyzed for this study)
the dissonances were not found.

hi

None
lAut None
is

Gascongne

hi

Gascongne, Pipelare, Rener

iln

Gascongne

hi

Gascongne, Pipelare

is

Gascongne

o

Wylkynson, Ludford

iApt Gascongne, Pipelare, Prioris, Champion, Senfl,
Aston, Ludford
ian'

Gascongne, Pipelare, Ashewell, Wylkynson, Genet,
Rener, Senfl, Aston, Carver

Discounting Gascongne (for obvious reasons), only
one composer's name appears beside more than two disso-
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nance types in Table 97:

Pipelare, in whose music the

minim passing tone, semiminim escape tone and anticipa
tion, and fusa accented passing tone did not appear.
A number of dissonances appeared much less often
than average in the works of certain composers.

The

findings are summarized below.

Table 98. Dissonance types appearing much less often
than average.
Type Composers
Type Composers
Apt
»pt
AApt
AApt
»Apt
.
pin
A il

AAin
j>un

Senfl, Willaert,
Fogliani
Fevin, Isaac, Josquin,
Divitis, Mouton,
Finck
Isaac, Josquin
Mouton (Benedicam),
Rener
Josquin, La Rue, Mouton, Sutton
Josquin (probable)
Champion, Mouton (Bene dicam ), Sutton,
Ashewell
Josquin
Agricola

«^et

Mouton (Benedicam),
Browne, Alwood, Ashewell,
Carver, Fogliani
ian Browne, Sturton
£s
Josquin (authentic),
Josquin (probable)
is
Ashewell, Carver
,£s
Obrecht, Anonymous (Ave
Marla). Prioris, Carlir,
Senfl, Carver, Fogliani
Adp Mouton, Festa
o
Tinctoris, Champion, Di
vitis, Verdelot
6/5r Isaac

Many dissonance types are entered in the column
marked "much higher usage than average" in the commen
taries given earlier in this chapter.

In many cases,

however, the dissonances which appear in that column do
so because they are so extremely rare in the repertoire
that a very few appearances— often only one— are suffi
cient to place them in the "far above average" column
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with respect to their percentage (rate) of use in the
works of a given composer.

Such placement does not, of

course, indicate that one might find a great many of
these dissonances in the works of the composer in ques
tion.

Rather than listing all of the dissonances found

in the "far above average" column, it has been thought
far more useful to list only those dissonances appear
ing ten or more times in the work of a given composer,
so that the investigator analyzing more of the compo
ser's work might have a reasonable chance of finding
more examples of the particular dissonance.

The table

below lists the dissonances which meet this condition.

Table 99o Dissonance types appearing much more often
than average in specific composers' works, and a
minimum of ten times in the works of each composer
listed; listing by type.
Type C o m p o s e r s

Type Composers

Forestir, Sturton,
Carver
Tlnctoris, Agricola,
Brume1, Mouton (Benedican)
<Upt Stur£on
fApt Agri cola, Brumel, Mou •
ton (Benedicam), Sti
cheler, Lambe
Isaac
Aston, Coppini
Browne
Josquin (probable)
Ockeghem, Forestir
Fevin, Finck
Browne, Carver

<ian
lan
|ftl
Os
As
Is

Agri cola
Silva, Bauldeweyn
Finck
Obrecht, Agricola, Isaac
Rener, Senfl, Willaert
Ockeghem, Silva, Baulde
weyn, Mouton (Benedicam).
Rener, Willaert, Lambe,
Kellyk
Adp Isaac, Prioris, Coppini
o/5r Josquin (probable)
6/51r Mouton, Alwood
o.
Anonymous, Ave Marla;
Rener, Senfl, Willaert,
Sticheler

Table 100 (p. 512) summarizes Tables 97 through 99«

Table 100. Dissonance types used much more than average (++), much less than average
{— 77 or not at all (o), listed hy composer.
Composers are grouped by schools,
separated by underscores. Symbols are used as in Table 6, page 3^2,
Composer
Obrecht
Ockeghem
Tinctoris
Agricola
Fevin
Forestir
Gascongne
Isaac

Composer

++
is, 6st

h.

.

£&•

XApt, OS
fet
fet

fun

£pt
£Apt. fin,
at, Opt,
a n , is, is

iln,idp,

t, AApt,

£S

Josquin
(authentic)
liun '&J2T
Josquin
(probablle)
Anonymous,|
Ave Marla
La Rue
Pipelare

1

In,

qs

is

^Apt, jet,
f a n , opt
Ejfc

h.
fin, o

ikk. o
ian
» i£»
.- 51r,

El

•s . i s , o
[s', o
i s ,i s , o
♦Apt,
is

et,
Ant
ipt, jdp,
fAPt
fApt
is,~4pt
o
£ &
.
♦et, Pan

EApt, Pan

Apt, jln
6/5ir
I n , iet,

k an

Lpt, is

Lambe
Sturton
Wylkynson
Aston
Carver
Ludford
Coppini
Finck
Festa
Fogliani

jAln
fApt, fan
jApt, Qpt iet, is, is fan
iAPt, o
lAln, jdp
fet, iftl
‘

Sticheler

^Apt, o

"tTiAPt

jApt
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Prioris
Silva
Bauldeweyn
Brumel
Carlir
Champion

t , £ATDt,
Ain, Q s ,

Divitis
Genet
Mouton
(Benedlcaa)
Mouton
(other)
Rener
Senfl
Verdelot
Willaert
Browne
Kellyk
Sutoon
Alwood
Ashewell

■H-
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Ta b l e 100 s h o u l d p r o v i d e s u f f i c i e n t t e s t i m o n y to
the i n d i v i d u a l i t y of

the c o m p o s e r s h e r e

two a r e a l i k e i n the items shown;

considered.

Silva and Bauldeweyn.

Three o t hers s h o w a f a i r l y r e m a r k a b l e s i m i l a r i t y ;
Senfl,

and Willaert all use

average;

the others

Rener and

the s e m i m i n i m s u s p e n s i o n m u c h m o r e

and Senfl and Willaert use

tone m u c h less

Rener,

the m i n i m s u s p e n s i o n a n d the

d i m i n i s h e d s o n o r i t y m u c h m o r e t h a n a v e rage;
Willaert also use

Onl y

than average.

Aside

than

the m i n i m p a s s i n g
f r o m these c o m p osers,

s h o w q u i t e d i f f e r e n t p a t t e r n s of d i s t r i b u t i o n .

Two composers,

R i c h a f o r t a n d Bruck,

types in a n y of the c a t e g o r i e s

had no dissonance

in T a b l e 100,

q u e n t l y a r e n o t i n c l u d e d in the table.

and conse

CHAPTER V
CONCLUSIONS

Three m a t t e r s a r e d e a l t w i t h in this final
First,

one of the

topics m o s t c e n t r a l

tion is d i s c u s s e d in detail:
trea t m e n t in n o r m a l
Second,

metric

chapter.

to this d i s s e r t a 

a c o m p a r i s o n of d i s s o n a n c e

tex t u r e w i t h

that in a b n o r m a l

texture.

p l a c e m e n t of d i s s o n a n c e is d i s c u s s e d i n

light of T i n c t o r i s ' s rules as s h o w n in C h a p t e r II.

A

t hor o u g h e x p l o r a t i o n of this m a t t e r w i t h r e s p e c t to the
e n ti r e r e p e r t o i r e a n a l y z e d f o r
because Tinctoris
However,
piec e s

it w a s

d e a l t w i t h so few m e t r i c s i g n a t u r e s .

felt that e v e n a d i s c u s s i o n of those

to w h i c h T i n c t o r i s * s

help f u l .

Third,

this s t u d y is i m p o s s i b l e

rules

w o u l d a p p l y w o u l d be

a b r i e f s u m m a r y of c o n c l u s i o n s w a r r a n t e d

by the d a t a s h o w n in this d i s s e r t a t i o n is g i v e n t o g e t h e r
w i t h some s u g g e s t i o n s

for further work which might l o gic

a l l y follow.
I*

Texture.

n u m b e r of v o i c e s
ticular,

The f o l l o w i n g d i s c u s s i o n c o n c e r n s

p r e s e n t w h e n d i s s o n a n c e s occur.

the

In par

it is f o c u s e d u p o n a c o m p a r i s o n of d i s s o n a n c e

u s a g e w h e n f o u r or f e w e r v o i c e s a r e s o u n d i n g

("normal"

texture) w i t h u s a g e w h e n five or m o r e v o i c e s a r e s o u n d —

514

515
ing ("abnormal” texture).,
In very few cases is a given dissonance or melodic
segment found only in normal texture, or only in abnormal
texture.

In most cases, a given figure is found in both

textures, but slightly more often in one of them.

In

some cases the difference in frequency of usage is quite
markedo

In the ensuing pages these differences in .fre

quency are expressed in ratios shown as whole numbers
with decimals (e.g., 2 .1 3 , where the ratio 2 .13:1 is
meant).
In the music analyzed (not including the six-voice
Ave Maria), there were 21,011 dissonances catalogued:
1 1 ,95^ in normal texture, and 9,057 in abnormal texture.
The ratio of dissonances in normal texture to those in
abnormal texture is thus 11 ,95^:9 ,057* or roughly 4:3.^

1The exact formula applied for the figures given
later in this chapter is

where x is the number

of instances of a dissonance in normal texture and y is
the number of Instances in abnormal texture. If the quo
tient of the formula, when divided out, Is greater than
1 , the dissonance occurs with greater frequency in normal
texture. If the quotient is less than 1, the dissonance
occurs with greater frequency in abnormal texture. In
the latter case, the formula is inverted to yield a num
ber greater than one; that number shows the ratio of ab
normal texture frequency to normal texture frequency.
The formula is derived from a comparison: of the two
ratios,
what ratio?

and 9057» which is the greater, and by
The answer is derived by division:

vided by goFo. This process, by cross-multiplication,
yields the following:
x
.

di
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If distribution of a particular dissonance were equal
between textures, one would expect to find roughly four
occurrences in normal texture for every three in abnormal
texture.

(In this study, the minim free tone, type 1,

showed this distributions:

of 21 instances, twelve were

in normal and nine in abnormal texture.)

On the other

hand, if one were to find four instances in normal tex
ture and six instances (rather than three) in abnormal
texture, he would be faced with a situation in which the
dissonance occurred twice as often as expected in ab
normal texture«
A.

Textural Differences— Dissonance Types.
1.

Semifusa dissonances.

There were only two

semifusa dissonances found in the music analyzed; both
normal texture.

A

ratio derived from so few instances is meaningless;
therefore, none is shown.

In fact, no ratios are given

in this chapter for dissonances which occurred fewer
than ten times.
2,

Fusa dissonanceso

A summary of the fusa

dissonances is shown in Table 101, page 5171 including
the number of dissonances in each texture and (for
those appearing ten or more times in the music analyzed)
a ratio showing predominance in one of the textures.
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Table 101. Fusa dissonances— distribution between tex
tures. In this and many following tables, the signif
icance of the numbers shown is as follows* Under
the heading Texture is given the actual number of
occurrences of the dissonances named at the left
(e.g., for the M . there were exactly 100 occur
rences in normal texture and 91 in abnormal texture,
191 in all). Under the heading Ratio of Predominance
is shown (a) whether the dissonance occurred more
often in normal or abnormal texture, and (b) the
ratio of the actual number of occurrences in the
predominant texture to the expected number of occur
rences had distribution been equal between tex
tures.^- Symbols are used as in Table 6, page 342,
Dissonance

Ratio of Predominance
Texture
Abnormal
Normal Abnormal Total Normal

£pt

100
202

91
105

iln

46

}A 1 n

68

1.20

191
1,46

15

307
61
93
2

2.06

2

25
0

^“
A un

1

0

1

^et

5
2

8

13
2

3
429

3
247

fan
h .

■

TOTAL

0

2.32

2.11

6
676

1.32

^Thus, in the case of the
for the 100 instances
in normal texture, one might have expected to find 75
instances in abnormal texture (in keeping with the ap
proximate 4*3 ratio among all dissonances catalogued).
Instead of the 75 which would be expected had distribution
been equal, there were 91 instances, which means that the
dissonance occurs more often than expected in abnormal
texture. The ratio 1.20 in the Abnormal column is arrived
at by dividing the actual number of occurrences (91) t>y
the expected number (75)• Since the ratio among all dis
sonances is slightly different from 4*3 (or 100*75)» "the
figure derived by dividing 91 by 75 is not 1,20, though
it is close. For actual formulae used in the computation,
see page 515*
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Among the fusa dissonances, the lower neighbor and
accented lower neighbor were most predominant in normal
texture, and the escape tone (albeit with very few in
stances) was most predominant in abnormal texture.
3.

Semlmlnim dissonances.

A summary of the

semiminim dissonances is shown below, including the
number of dissonances in each texture and (for types
occurring ten or more times) a ratio showing predominance
in one of the textures.

Table 102. Semiminim dissonances— distribution between
textures. Symbols are used as in Table 6 , p. 342.
Dissonance

Prodomlnanoe ra ti 0
Texture
Abnormal
Normal Abnormal Total Normal
4004

4202

8206

A Apt
Ain

1349
726

1271
622

2620

kiln
Aun _

28

25
59

1.04

Aet

39
26
491

53
93
45
792

1.24

Aan

148

223

1»50

iap

1

75
4

4

4

38
8

7
1

568
7430

^Aun

*ftl
As
TOTAL

19
301

1.39
1.24

1348

1.13
1.18
2.00

5
8
45

4.11

136

9
704

3*16

6726

14156

ld9

As may be seen from Table 102, the heaviest concen
tration in abnormal texture is found in the upper neigh-
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bor tone and the passing tone, while the heaviest concen
trations in normal texture are found in the free tone
(type one) and the suspension,,
4.

Minim dissonances -

A summary of the minim

dissonances is shown below, including the number of dis
sonances in each texture and (for types occurring ten or
more times) a ratio showing predominance in one of the
textures«

Table 101. Minim dissonances— distribution between tex
tures. Symbols are used as in Table 6, page 342.
m

a

mom o
P.n—

A£t

Texture
Predominance ratio
Normal Abnormal Total Normal
Abnormal
981

iA&t

28

956
44

Ain
AAln

71
4

56
0

127

inn

2?
8

48

id£

147

As.

1961

58
528

75
14
205
2489

1.92
2.81

Aan

36
1

18

54

1.52

0

1

59
0

128

<j>Aet

69
1

^fti

12

21

^ft2

1

9
2

5
3352

5
1786

iAun

ke
Aet

ia£
TOTAL

6

1937
72

1.29
2.07
1.04

4
2.35
1.01

1.13

1
loOl

3
10
5138

I .32
1.42

The minim dissonances most predominant in normal
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texture are the suspension and the dissonant preparation,
while those most predominant in abnormal texture are the
upper neighbor and the accented passing tone.
5*

Semibreve dissonances.

A summary of the

semibreve dissonances is shown below, including the num
ber of dissonances in each texture and (for types occur
ring ten or more times) a ratio showing predominance in
one of the textures.

Table 10^1-. Semibreve dissonances— distribution between
textures. Symbols are used as in Table 6, page 3^2.
Dissonance

Predominance ratio
Texture
Normal
Abnormal
Abnormal
Total
Normal
1.72
13^
59
193
6
0
2

2

S>ap

0

1

1

oft?.

0

1

1

o§ji

1

0

1

1
1V+

3
72

4

OApt

TOTAL

1.10

11

5
1

1

216

1.52

Again the suspension is found to have occurred pri
marily in normal texture, while the passing tone shows a
slight predominance in abnormal texture.
6.

Harmonic dissonances0

A summary of the har

monic dissonances is shown in Table 105, page 521, includ'
ing the number of dissonances in each texture and (for
types occurring ten or more times) a ratio showing pre-
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dominance in one of the textures„

Table 105. Harmonic dissonances— distribution between
textures o Symbols are used as in Table 6 , page 342,
Dissonance

Texture
Predominance rabio
pjorjnax Abnormal Total Normal
Abnormal

6/4

28

8

36

2.6 5

6/5r

49

25

74

1.49

6/5111
ms

64

77

141

1

3
107

4
546

0

10

439
10

o.

tt
+

4

2

6

X

1

4

596

226

5
822

TO T A L

3.11
inf .1

2.00

The predominance of 6/4 and diminished sonorities in
normal texture is quite marked.

The only harmonic disso

nance to occur predominantly in abnormal texture was the
irregular
7.

A note on suspensions.

For the three princi

pal note values in which suspensions occurred (semiminim,
minim, semibreve), a considerable difference was noted
among the various intervals employed with respect to tex
ture distribution,,

These findings are summarized in

Table 106, page 522, for the most common intervals of
suspension and resolution (2-3 , 4-3 » 7-6 , and 9-8 ).

^The ratio of any number to zero is infinite
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Table 106. Suspensions— distribution between textures.
Symbols are used as in Table 6 , page 342.
it
4-v. Texture
Predominance
interval bengrn ^orma^ Abnormal Total Normal Abnormal
2-3

i£
h .

TOTAL
4-3

h .
h

65
l6l

5
10

8

0

234

15
60

233
1005
81

TOTAL
7-6
&s
TOTAL
9-8

h

9.85
171 12.20
8
249 11.82
293
1362

2.94

124

1.43

1779
208

2.17
4.68

823

5.42
2.89
2.79

2.13

1319

43
460

179
722

29
101

42

11

943

l4l

53
1084

70

19
38

89
121
8
218

1.82

83
1

h

357

70

5.07
1.65

TOTAL

154

7
64

SUBTOTAL

2630

680

3310

2.93

s

46

59

GRAND TOTAL

2 676

739

105
3415

2.74

All other

All of the principal suspensions (2-3, 4-3, 7-6,
and 9-8 ) were found predominantly in normal texture;
however, for two of them (2-3 and 7-6 ) the ratio was
substantially higher than for the other two.
ence

The differ

between the 4— 3 and 7-6 suspensions is explainable

on the basis of cadence-types»

in three or four voices

the vii^-I cadence was still quite common, with stepwise
movement in the outer voices resulting in the 7-6 sus-
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pens!oiio

In more voices than four, the V-I type of ca

dence, with dominant-to-tonic motion in the bass and the
clausula vera formula in inner parts resulting in the
^-3 suspension, was becoming much more common.
The predominance of normal texture for the 2-3 sus
pension is also explainable on the basis of cadence
types:

in many parts, the second expanding to a third

was quite likely to be in inner parts, rather than involv
ing the bass.
The 9-8 suspension is not so easy to explain.

Among

the principal types, it shows the most even distribution
between textures.

It is rarely found in either the

vii^-I or V-I cadence types, though it occasionally oc
curs there.

Its more usual context is that of a plagal

cadence, in which the dominant note is held over as the
fourth degree sounds below it; the dominant resolves
down to the fourth degree, and then a tonic chord is
reached.

The plagal cadence is not nearly as dependent

upon the number of voices sounding as are the other two
types, and apparently occurs with more nearly equal fre
quency in both textures than do the others.
80

Summary of dissonance types.

The foregoing

tables (101 through 106) have shown wide variations in
distribution of dissonances between normal and abnormal
texture.

Tables 107 and 108 (page 52*0 show summaries

and rankings of dissonances by duration and by type.

Table 107. Distribution of dissonances between textures
by duration.
Duration

Predominant texture
Normal Abnormal

Fusa

1.32

Semiminim

1.19

Hi nim

1.42

Semibreve

1.52
2.00

(Harmoni c )

Table 108. Ranking of individual dissonance types oc
curring ten or more times in terms of deviation
from even distribution between textures. Symbols
are used as in Table 6, page 342.
Normal texture predominance Abnormal texture predominance
Dissonance Ratio
Dissonance Ratio
tt
iftl
M
o

inf.
4.11
3.16
3.11
2.81
2.65
2,32
2.06
1.92
1.72
1.52
1.50
1.49
1.46

j?Aln
M

r

1.24

iun

2.35

2.11
2.07
2.00
6/51r

1.59

1.39
1.32
1.29
1.24

1,20
Aet

1.13

1.18
1.13

Aa u h
..
AAun. jftl

1.0^
1.01

1.04

1.10

Table 107 shows that only seiaiminlm dissonances are
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found more often in abnormal than in normal texture, and
by a margin narrower than the normal-texture predomin
ance for any of the other values.
Table 108 shows eight dissonance types occurring
more than twice as often in normal as in abnormal tex
ture, and four dissonances occurring more than twice as
often in abnormal as in normal texture.

Two of the

former, the semiminim and minim suspensions, are among
the most numerous of the dissonances, while all four of
the latter are quite uncommon.

There are some common

dissonances which occur more often in abnormal texture
than in normal, but the highest ratio for any of these
is 1,39. Tor the semiminim passing tone.
Eleven of the dissonance types, including such
common ones as the semiminim and minim escape tone, and
the semiminim lower neighbor and accented passing tone,
deviate by less than .25 from even distribution between
textures.

This fact leads to the tentative conclusion

that, in many cases, composers were not greatly con
cerned whether these dissonances sounded in normal or
abnormal texture; put another way, these dissonances
were apparently permissible (or idiomatic) regardless
of textureo
The higher one goes on the list of those disso
nances found predominantly in normal texture, the
stronger becomes the presumption that some composers
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considered these dissonances not suitable for writing in
abnormal texture.

The higher one goes on the list of

dissonances found predominantly in abnormal texture,
the more apparent becomes the evidence that composers
felt safe stealthily Inserting into a confusingly full
texture some of the dissonances which they would have
felt reluctant to introduce into a clearer and thinner
texture.

Such presumptions are, of course, unsupported

by any shred of documentary evidence from theorists of
the time, but are entirely derived from statistics shown
earlier.

The distributions shown are susceptible to

other interpretations; and what any individual composer
may have thought about such matters, either in general
or as applied to any particular case, is not known.
What can be said, with some degree of certainty, is that
some dissonances are much more idiomatic than others in
normal texture, while others are more Idiomatic in
abnormal texture, at least to judge by the usage of the
late fifteenth and early sixteenth centuries.
Individual melodic idioms.

Among the melodic

idioms which occurred ten or more times in the music ana
lyzed, 55 occurred more than twice as often in normal as
in abnormal texture, and twenty occurred more than twice
as often in abnormal as in normal texture.

Twenty idioms

in each category are shown in Figs. 310 and 311» pages
527 and 528.
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Pig. 33-0. Twenty segments occurring predominantly in
normal texture, ranked according to ratio of predom
inance. Numbers under each example are, respective
ly, number of instances in normal texture, number in
abnormal texture, and deviation from even distribu
tion (shown as "info" for infinity or as a number
with two decimal places).
310b

310a

310d

310c

310e

A«
>
14,
0, inf . 1 3 , 0, inf. 10, 0 , inf. 40, 2, 15.15
1 5 , 0, inf.
310g

31 Of
A"

1‘A V~

y - 9 . v : . A $

2,
10.23

’

310h

iy Aj^rvJ--- f V

310i
-f
-fir Q

--

310 j

„A
4-v6.82

17, 2,
6.44

36, 3,
9.09

47, 4,
8.90

9. 1

310k

310L

310m

310n

310o

15, 2 ,
5 068

43. 6,

108, 1 6 ,
5.11

36, 6 ,
4.77

12, 2 ,

310p

310q

3-1Or

3'
10s

3101

11, 2,
4.17

11. 2 ,

38, 7,
4.11

153. 2 9 ,
4.00

144, 28,
3.90

2 7 ,

4.17

The similar terminations of Pigs. 310c, 310e, and
310j can hardly escape notice} nor can the strong con
centration of suspension figures among those shown above.
The four descending semiminims common to Figs. 310a,
310b, and 310k also appear in Fig. 3Hq.» page 528.
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Fig.

311. Twenty segments occurring predominantly in
abnormal texture, ranked according to ratio of predo
minance. Numbers are used as in Fig. 310» p. 527»

311a

3‘
llb

3Hc

311d

3He

4, 30,
9.90

12, 53,
5.83

5, 20,
5.28

38, 9 8 ,
3.40

5, 1 2 ,
3.17

311f

3’
1is

3‘
llh

311i

311J

5 , 12
3.17

3, 7,
3.08

18, 39,
2.86

9 , 18 ,

36, 70,
2.57

311k

3HL

311m

3Hn

311o

1 6 , 31,
2.56

9, 17,
2.49

8 , 15,
2.47

287, 532,
2.45

36, 66,
2.42

3HP

3Hq

3Hr

311s

3111

2.64

iliill i§l§l ili
5* 9,
2.38

17, 29,
2.25

23, 37,
2.12

30, 46,

158, 240,

2.02

2.00

Passing tones, accented and unaccented, are the
dissonances most often appearing in Fig. 311.
sions are found.

No suspen

Fig. 3 H p is quite similar to Fig. 310n

(page 527), the only difference being the upward termina
tion in the latter.

Figs. 311 j and 3 H o differ only in

which note of the segment is dissonant.

In most cases,

as may be gathered from the similar numbers beneath the
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respective examples, "both notes were dissonant.

Figs,

311k and 310o differ only in their terminations.

Figs.

3'llh and 310g differ only in which note of the figure is
dissonant.
Co

Individual Composers— Distribution Between

Textures.
1.

Derivation of Statistics.

As mentioned pre

viously (page 515)i distribution of dissonances between
normal and abnormal texture differed greatly among com
posers— not necessarily because of any techniques or
habits of the individuals, but because of the nature of
the repertoire chosen.

In spite of the writer’s earnest

attempt to balance normal texture and abnormal-texture
works by each composer, the task was impossible.

For

many of the Eton Choirbook composers, only pieces in
more bhan five parts were available.

Some other com

posers are represented by only one extant work in many
parts, but many in normal texture.

Thus, the sampling

in this regard cannot be advanced as representative for
most of the composers.
However, it is possible to arrive at conclusions
concerning dissonance distribution in respect to texture
for each individual composer, even if he wrote only one
work in abnormal texture, by the same method as was used
earlier for the entire repertoire.

The ratios must be

based on the dissonance distribution found in the composer
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in question, taken from the works analyzed.

The formula

again assumes that, in cases of equal distribution,
^
where T is the total number of dissonances in nori.
"C
mal texture found in the works analyzed, t is the number
of dissonances in abnormal texture, x is the number of
instances of a particular dissonance type which occurred
in normal texture, and y is the number of instances of
that type in abnormal texture.

In cases of unequal

distribution, ~ divided by ^ shows the ratio of devia
tion (which may be inverted in cases in which abnormal
texture predominates).
In the following discussion, only dissonances which
deviate from a ratio of equality by at least 2:1 are
listed.

Some dissonances whose distribution is not quite

as pronounced as 2:1 are occasionally mentioned; but for
the most part it is considered that, because the total
number of dissonances for most of the composers is
fairly small, a quite pronounced ratio is necessary in
order for any likelihood to exist that the same trend
would be noticeable in other works.
The following discussion is organized by schools
and periods.
2.

Early Netherlands group.

Ockeghem and Tinc-

toris are not represented by any abnormal-texture works
in the music analyzed, and are not included in this dis
cussion.

Figures for Obrecht are shown on page 531*
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Table 109. Obrecht: dissonances predominant in either
texture by a factor of 2:1 or more.
Overall ratio
of all dissonances (normal:abnormal) *J-12:373. Types
appearing fewer than ten times not shown. Symbols
in this and following tables used as in Table 6,
page 3*1-2. Under heading "Numbers" instances in nor
mal texture listed first.
Predominance: Normal Texture
Batlo
Piss < N u m b e r s
Aet
o

17, 5
8*+, 33
19, 8
7, 3

3.08
2.30
2.15
2.11

Abnormal Texture
Diss

Apt

.

Numbers

Ratio

18,

2.82

k 6

The distribution shown in Table 109 conforms quite
closely to what might be expected, according to Table
103.

All of Obrecht0s dissonances which heavily predom

inate in normal texture are among those which do so in
the whole repertoire analyzed.

The minin passing tone,

Obrecht0s only dissonance found heavily predominant in
abnormal texture, was found predominantly in that tex
ture in the whole repertoire.
3.

Middle Netherlands group.

Among the compo

sers in this group, two are not shown in Table 110
(page 532):

Agricola, because no extant sacred works

of his are in more than four parts; and Gascongne,
whose only work analyzed was so exceptional that sta
tistics from it are meaningless by themselves.
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Table 110, Netherlands composers, middle periods dis
sonances predominant in either texture by a factor
of 2:1 or more (types appearing ten or more times
only)o Symbols used as in Table 6, p, 3^2; numbers
as in Table 109, p. 531*
Predominance: Normal texture
Pisso Numbers Ratio
(overall ratio 524:169)
±s_
42, 0
inf.
o
16, 0
inf.
£Apt
12, 0
inf.
Apt
19, 1
6ol3
T^s
76, 13 1.88)
FORESTIR (overall ratio 191:78)
is
18, 1
7 o35

Abnormal texture
Piss. Numbers Ratio

FEVIN

JOn
(j£t

23, 15 2.02
157, 89 1 .7 6 )

ijet 6, 5
2.04
(fpt 37,
30 1.99

(overall ratio 931:432)
o
28, 2
6050
(jApt 71, 51 1.55)
As
12, 1
5.57
Jd£
36,4
4 018
JeT
202, 30 3.12
J08QUIN (authentic works)(overall ratio 1364:891)
ian
33, 5
4.31
o
50, 9
3.63
M e
13, 3
2.83
As
199, 58
2.24
TJs
55, 19 1.89)
J O S Q U I N (probable works)(overall ratio 193*579)
o
10, 2 15.00
inf.
0 , 19
0, 10
Z / 5r
6, 4
4.50
inf.
1, 21
7.00
Apt
47, 36
3.92
£ s
13, 10
3.90
5.^2
4, 65
46, 282 2.04
Am.
42, 51
2.47
L A R O E (overall ratio 304:265)
2 6, 61 2.69
is-58, 21
2.41
£ln
22, 8
2.40
P I P E L A R E (overall ratio 152:137)
2 3 , 44 2.12
is
17, 2
7 .6 6 .
PRl'ORIS (overall ratio 238:142)
±et
17, 3
3.38
SILVA (overall ratio 197*182)
As
26, 5
4.80
A i n
12,
23 2,07
%Apt 9 , 2
4.16

ISAAC
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The m o s t i m p o r t a n t a s p e c t s h o w n b y T a b l e 1 1 0
532

) is the i n d i v i d u a l i t y of

alike,

the composers:

or e v e n v e r y similar.

(page

no two a re

E v e n the two c a t e g o r i e s of

Josquin°s works show considerable difference,

a n d the

three d i s s o n a n c e s w h i c h o c c u r in the l e f t c o l u m n of
both c a t e g o r i e s
suspension)

( d i m i n i s h e d sonority,

semiminim and minim

a l s o a p p e a r in the same c o l u m n u n d e r the

names of F e v i n a n d Isaac.

Consequently,

J o s q u i n ’s a u t h o r 

shi p of the d i s p u t e d wo r k s g a i n s l i t t l e sup p o r t f r o m
Table 110,

t h o u g h it should be

pointed

out that the

c o n s i s t e n t l y h i g h n u m b e r s of voice parts in the d i s 
puted works lead

to a s o m e w h a t d i f f e r e n t style

is found in m o s t of the works
4.

in the "auth e n t i c "

L a t e N e t h e r l a n d s group.

in this group,

C h a m p i o n s t ands

than

A m o n g the com p o s e r s

out b e c a u s e all of his

d i s s o n a n c e s a r e u s e d with n e a r l y equal f r e q u e n c y
b o t h n o r m a l a n d a b n o r m a l texture;
none of his d i s s o n a n c e s

(p age 53^).

therefore,

in

since

shows a d e v i a t i o n fro m e v e n

u s a g e of a n y w h e r e n e a r 2:1,
Table 111

group.

h e is n o t i n c l u d e d in
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Table 111. Netherlands composers, late period: disso
nances predominant in either texture by a factor of
2:1 or more (types appearing ten or more times on
ly). Symbols are used as in Table 6 , page 342; num
bers as in Table 109, p. 531»
Predominance: Normal texture
Diss. Numbers Ratio
(overall ratio 367:73)
\s ..
42, 0
inf.
pan
10, 1
1.99)
79, 8
1 .9 6 )
BRIJMEL (overall ratio 397*914)
1 2 , 1 27.62
52, 18 6.65
16, 6
6.14
12, 5
5.53
53, 39 3.13

Abnormal texture
Diss. Numbers Ratio

BAIJLDEWEYN

Apt

22, 17

3.88

(Sir

CARLIR (overall, ratio 186:80)
is
54, 1
23.23
DIVITIS (overall ratio 359*123)
jet

20=, 1

6 085

GENET (overall ratio 107:80)
is
19, 5
2.49
M00T0N (overall ratio 326:329)
As
36, 15
2.42
Is
30, 14
2.16
(o
7, 4
1.77)
REMER (overall ratio 165:43)
o
11, 0
inf.
RICHAFORT (overall ratio 426:171)
o.....
24, 0
inf.
20, 3
2.68
78, 13
2.41

r

1 0, 2
2.01
SENFL (overall-ratio 198:108)
is
71, 4
9.68
o
18, 3
3.27
VERDEL0T (overall ratio 8 5 :97)
8, 3
3.04
13, 6
2.47
WILLAERT (overall ratio
i s
12, 6
2.98
(Js
29 , 22 I. 97 )

^

2 , 28
2, 27
1 , 10
17, 90
2 , 10
27, 109

1 0 , 19
22, 18
43, 50
12 , 58
2, 9

4.79
4.46

18, 52
4, 7

7.20
4.36

6 ^ i 9 79,
)

37

2.75
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In both Tables 110 and 111 the vast majority of
the dissonance types mentioned are in the column where
Table 108 (page 52*0 would lead one to expect them;
i.e., those dissonances which are found more often in
normal texture in the whole repertoire are usually
found in the left column in Tables 110 and 111, while
the dissonances found more often in abnormal texture
in the whole repertoire usually occur in the right
column of Tables 110 and 111.

However, there are some

exceptions 0
In Table 110, the

minim passing tone is found pre

dominantly in normal texture

in Fevin and Josquin (pro

bable works); the same holds true for this dissonance
in Brumel (Table 111).

The semiminim lower neighbor,

normally predominant (though slightly) in abnormal tex
ture, predominates in normal texture in La Rue (Table
110) and Verdelot (Table 111), an interesting coinci
dence in view of the fact that the motet Ave Sanctissima
Maria. on which La Rue based his famous canonic parody
mass, has been attributed to both Verdelot and La Rue
(both the motet and several movements from the mass were
included in this study
In Table 110, the

in La Rue's works).
minim escape tone, usually pre

dominant in normal texture, is predominant in abnormal
texture in the music of Forestir; in the "probable" Jos
quin works the minim dissonant preparation and semiminim
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escape tone, both usually predominant in normal texture,
predominate in abnormal texture.

The minim dissonant

preparation reappears in the right column (abnormal tex
ture) in the works of Richafort (Table 111).

Three dis

sonances usually predominant in normal texture are found
more often in abnormal texture in the works of Brumel:
the semiminim anticipation and escape tone, and the
minim escape tone.
Only two groups of works, the "probable" works of
Josquin and the works of Brumel, have more than one dis
sonance type in a column which shows a predominance op
posite to that found in the whole repertoire as shown
in Table 108„

The "probable" works of Josquin show

three such dissonances, while Brumel shows four.

Even

more striking than this similarity is the fact that
two of the dissonance types which deviate from aver
age

in this regard are the same:

the minim passing

tone and the semiminim escape tone.

Rather than using

these facts to point to a possible attribution of some
or all of the disputed Josquin works to Brumel (a step
which is unsupported by any other evidence known to the
writer), it seems more significant to point out that the
overall ratios for these two groups of works are remark
ably similar in being very heavily weighted toward ab
normal texture, a factor found in no other composers
included in Tables 110 and 111.

Both groups of compo-
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sitions included the only major twelve-voice works ana
lyzed for this study:

Josquin®s Inviolata and movements

from the Brumel Mlssa Et ecce terrae motus.
5.

Early English group.

Frequency figures for

the early group of English composers are shown below.

Table 112. Early English composers: dissonances pre
dominant in either texture by a factor of 2:1 or
more. Symbols are used as in Table 6, p t 3^2;
numbers as in Table 109, p„ 531*
Predominance:

Normal texture
Diss. Numbers Ratio

BROWNE (overall ratio 306:330)
is
13. 1
14.02
o
11, 2
5.93

FApt 8,

2

7 , 10

4,

11

jun
(Apt

6, 16
2 047
75, 145 1.79)

4„31

£s
18, 5
3.88
KELLYK (overall ratio 125:246)
o
9,
2
8086
Es
12, 3
7.87
J.-j
1 6 , 10
3.15
SUTTON (overall ratio 45:248)
let

A b n o r m a l tex t u r e
D i s s . Numbers Ratio

3.86

2.00

2, 14
9, 49

3.56
2.77

2, 49
7, 71

4.45
1.84)

With the exception that the semiminim escape tone
predominates heavily in abnormal texture in the music
of Kellyk, all of the dissonances shown in Table 112
are in the columns in which they appeared in Table 108„
Some of the ratios are much higher than average, espe
cially in Kellyk and Browne.
6„

English composers, middle period.

Fre

quency figures for the middle-period group of English
composei-s are shown in Table 113, page 538.
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Table 113. English composers, middle period: dissonances
predominant in either texture by a factor of 2:1 or
more (ten occurrences or more). Symbols are used as
in Table 6, page 3^2; numbers as in Table 109, page
531.
Predominance: Normal texture
Abnormal texture
Diss_j_ Numbers Ratio
Diss. Numbers Ratio
ALWOOD (overall ratio 46:266)
is
11, 18
3.53
ASHEWELL (overall ratio 107:20*0
Apt
29, 1
55.29
LA.MBE (overall ratio 139:125)
As
17, 2
7-64
i*Apt 10, 3
3„00
11, 4
2.47
STIJRT0N (overall ratio 140:271)
As
10, 4
4.84
Js
29, 13
4 032
o
9, 6
2.90
W Y L K Y N S O N (overall ratio 52:l48)

6/5ir 0, 11
T E ~ 1, 11

inf.
1 .90)

i£t
.
Apt
lApt

25, 150

3-15

7, 17
12, 26

2.70
2.41

4, 72
18, 71
4, 14

3.10
2.04
1.81)

3, 32

3.75

.
AApt
Apt
TAApt
,
4Apt

T h e r e are onl y two d e p a r t u r e s

from expected d i s t r i 

b u t i o n p r e d o m i n a n c e s s h o w n in T a b l e 113» t>ut these two
d e p a r t u r e s a r e significant.

The s e m i m i n i m s u s p e n s i o n

p r e d o m i n a t e s i n a b n o r m a l t e x t u r e in A l w o o d ' s m u s i c — the
onl y s uch p r e d o m i n a n c e i n a n y c o m p o s e r i n this study.
The m i n i m p a s s i n g tone p r e d o m i n a t e s

in n o r m a l texture

in bhe m u s i c of A s h e w e l l by the a s t o n i s h i n g r a t i o of

55o29:10
7.

E n g l i s h composers,

page 539» shows p r e d o m i n a n c e s
Ludford.

l ate group.

f o r Aston,

Carver,

and

T a b l e 114,
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Table 114. English composers, late periods dissonances
predominant in either texture by a factor of 2:1 or
more (ten occurrences or more);, Symbols are used as
in Table 6, p. 342; numbers as in Table 109, p. 531,
Predominances Normal texture
Diss. Numbers Ratio
ASTON (overall ratio 92sl83)
is
9, 2
9 o85
16, 8
3„98
CARVER (overall ratio 119*244)
iln
7, 3
b „ 7 8
LUDFORD (overall ratio 116:203)
M
7 ,
3
4.08
As
10, 8
2,19
Ain 6, 5
2.10

Abnormal texture
Diss. Numbers Ratio
jpt
Jgt

20, 80
6, 24

2,01
2 o01

(iEt

7, 24

1,96)

Table 114 shows only two instances of dissonances
with predominances opposite to those shown in Table 108,
Eoth are uses of the semiminim lower neighbor predomi
nantly in normal texture, in Carver and Ludford,

Both

cases, however, involve only a few dissonances (ten and
eleven, respectively), and the predominance of the semi
minim lower neighbor in abnormal texture in the entire
repertoire was by a quite narrow margin (1 ,13*1 ); both
of these factors tend to reduce the significance of the
unexpected predominance,
8.

Other composers, middle period.

Table 115 $

page 540, shows textural predominances for Coppini and
Finck.

For both composers, every dissonance shown in

Table 115 appears in the column where it appears in
Table 108 (page 524).
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Table 115. Other composers, middle period* dissonances
predominant in either texture by a factor of 2*1 or
more (ten instances or more),. Symbols are used as
in Table 6 , p. 342* numbers as in Table 109, p, 531,
Predominance * Normal texture
Piss. Numbers Ratio
COPPINI (overall ratio 568*250)
l2 , 0
inf.
2 6 , 1 11.44
12, 1
5#28
o
1
9
,
4
2.09
!d
9,
2
1
.98)
Jan
89,
21
1,87)
(is
FIKCK (overall ratio 175*341)
‘ftl 10, 0
inf.
s
32, 14
4.45
14, 7
3.90

r

9.

Abnormal texture
Piss. Numbers Ratio
Apt

46, 46

(Ibt

49, 187 1.96)

Other composers? late period.

2.27

Textural pre

dominances for this group of composers are shown below.

Table 116. Other composers, late period* dissonances pre
dominant in either texture by a factor of 2*1 or
more (tenpinstances or more). Symbols and numbers
are used as in Table 1151 above.
Predominance*

Normal texture
Piss. Numbers Ratio

BRUCK (overall ratio 105*96)
As
20, 9
2.03
PESTA (overall ratio 321*215)
is
16, 0
inf.
o
18, 2
6.03
£s
79, 14 3.78
fept 9, 3
2.01
FOGLIANI (overall ratio 108*124)
STICHELER (overall ratio 274*157)
18, 0
inf.
o.
22,
3
4.20

£s

60,

12

2,86

Abnormal texture
Piss. Numbers Ratio
.
(Ain 10, 16

1.75)

(Apt 84, 105

I.8 7 )

.
(Ain
(iApt
.
Apt
(Tin

9. 20
13, 27

1.94)
1.81)

13, 25
7, 8

3.36
1.99)

5*H

In the late group of composers, as in the middleperiod group, all of the dissonances appear in the
column in which they are found in Table 108 (page 52^)0
Among the composers outside the two main schools, then,
it may be said that no major deviations from average
practice are found in respect to predominance of disso
nances in one texture or the other0
D.

Summary organized by dissonance types„

The

information given in the preceding section can profit
ably be viewed in another lights
types.

namely, by dissonance

As is shown below, certain dissonance types

are found consistently used predominantly in only one
texture, while others are treated in opposite ways by
different composers0

The dissonance types are dealt

with in the order of their definitions in Chapter I,
1.

Pg.sslng tones.

Table 11? (page 5^2) shows

the marked textural predominance for all note values
which applyo
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Table 117. Passing tones* . predominance in either tex
ture by a factor of 2*1 or more— composer listing.
Value

P r e d o m i n a n c e t N o r m a l Te x t u r e
Composer
Ra t i o

Abnormal Texture
Composer

Ratio

Fusa

Brumel

6.08

Semiminim

Ashewell
3.15
Willaert
2.75
J o s q u i n (probable
works)
2.04
2,01
Aston
( For e s t i r
1-99) .
( F lnck
1.96)
(Festa
1.87)
( Sutton
1.84)
(B r o w n e
1.79)
(Genet
1.78)
(Fevin
1.76)

Minim

Ashewell
55»29
Fevin
6.13
Josquin (probable
works)
3 <>92
Brunei
3*13

Richafort
Mouton
Sutton
Bauldeweyn
Sticheler
Obrecht
Kellyk
Lambe
La Rue
Divitis
Coppini
Aston
(Ludford

7.20
4.79
4.45
3.88
3.36
2.82
2.77
2.70
2.69
2.39
2.27
2.01
1.96)

The ratios shown in Table 117 show some interesting
contrasts between composers.

Whereas Fevin, Brumel,

and Josquin (probable works) use the minim passing tone
predominantly in normal texture, several other Netherlanders use it much more heavily in abnormal texture.
In the disputed works of Josquin, the minim passing tone
is used predominantly in normal texture, but the semi
minim passing tone is predominant in abnormal texture;
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the

is true of Fevin.

sa m e

In the music of Brumel,

the fusa passing tone appeared overwhelmingly in ab
normal texture, the minim passing tone in normal tex
ture.

No composers used fusa or semiminim passing

tones predominantly in normal texture (by a ratio of
2:1 or more).
The ratio of 55«29:1 shown for Ashewell (minim
passing tone, normal texture) is the highest ratio
short of infinity found for any dissonance in this
study.

No ready explanation has been found for his

apparent avoidance of this dissonance in abnormal tex
ture.
20

Accented passing tones.

Table 118 (below)

shows the marked textural predominance for all notevalues which apply.

Table 118. Accented passing tones: predominance in ei
ther texture by a factor of 2:1 or more.
Value

Predominance: Normal texture
Composer
Ratio

Fusa

Fevin
Browne
Silva
Lambe
Festa

Abnormal texture
Composer
Ratio

inf.
4.31
4.16
3.00
2.01

Semiminim

Carlir
Wylkynson
Sturton
Lambe
Pipelare
(Fogliani
(Brumel

Minim

(Sturton

4.42
3.75
3.10
2.4l
2.12
l 08l)
1.75)

1 .81 )
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The inference from Table 118 (page 543) is fairly
obvious*

strong deviations from equal usage in both

textures could be expected to favor normal texture for

*

the fusa accented passing tone, and abnormal texture for
longer values.

Walter Lambe is the only composer whose

name appears in Table 118 more than once, and he is con
spicuous for his strong distinction between the two val
ues

of accented passing tone involved.

No one used the

minim accented passing tone in such a way as to show a
ratio of predominance as high as 2:1; however, this dis
sonance is so rare that few composers even used it the
ten times necessary to qualify for inclusion in Table 118,
3.

Lower neighbor tones.

The composers whose

use of lower neighbor tones exhibited a strong predomi
nance in either texture are listed below.

Table 119. Lower neighbor tones* predominance in ei
ther texture by a factor of 2*1 or more.
Value

Predominance* Normal texture
Ratio
Composer

Semiminim

Carver
Verdelot
La Rue
Ludford

4.7 8
2.47
2.40
2.10

Abnormal texture
Ratio
Composer
Josquin (probable
5.42
works)
Brumel
2.30
2.07
Silva
2,02
Fevin
(Sticheler
1.99)
(Fogliani
1.94)
(Bruck
1.75)

No composer who used either the fusa or the minim
lower neighbor ten or more times did so with any strong

545
deviation from equality "between textures.

For the semi

minim lower neighbor, the distribution is unusually even:
four composers exceeded the 2:1 ratio in favor of normaltexture predominance, and four exceeded it in favor of
abnormal-texture predominance, with three others ap
proaching that ratio quite closely.
4.

Accented lower neighbor tones.

Only one

composer used accented lower neighbors with requisite
frequency and tendency for one texture to predominate
to figure in this tabulation:

Coppini's use of the

fusa accented lower neighbor, favoring normal texture
by a ratio of infinity.
5.

Upper neighbor tones.

Two composers, both

heavily favoring abnormal texture, used this dissonance
enough times to be included in this list:
bable works:

Josquin (pro

semiminim upper neighbor, predominant in

abnormal texture by a ratio of infinity) and Browne
(minim upper neighbor, predominant in abnormal texture
by a ratio of 2.47).
6.

Escape tones.

The composers whose use of

escape tones exhibited a strong predominance of either
texture are listed in Table 120, page 5^6.

5^6
Table 120, Escape tones: predominance in either tex
ture by a factor of 2:1 or more0
Value

Predominance: Normal texture
Ratio
Composer

Semiminim

Divitis
Prioris
Obrecht
Richafort
Sutton

Abnormal texture
___________ Ratio
Composer
Josquin (probable
works)
7»00
5.86
Brumel
3»56
Kellyk

6.85
3o38
3.08

2 068
2.„ 00

Brumel
Forestir

Minim

4.3^

2. Oil*

In the repertoire as a whole, both the semiminim
and the minim escape tone occur predominantly in nor
mal texture, though by a narrow margin in each case.
It is perhaps a mild surprise, therefore, to find that
so many composers used these dissonances predominantly
in abnormal texture0

Brumel is the only composer whose

name appears twice in Table 120; his distribution of
escape tones between the two textures is strikingly at
variance with the average found for the whole repertoire,
7.

Anticipations.

The following strong predom

inances were found for anticipations:

Table 121. Anticipations: predominance in either tex
ture by a factor of 2:1 or more,,
Value

Normal texture
Composer
Ratio

Abnormal texture
Composer
Ratio

Josquin (authentic
works)
.31
(Bauldeweyn 1.99)
(Coppini
1 o98)

Brumel

Predominance:

Semiminim

2„17

5^7

Given the fairly high predominance of the semiminim
anticipation in normal texture in the whole repertoire
(ratio 1 .5 0 :1 ), it is somewhat surprising to find so few
composers listed in Table 121.

Most of the composers in

this study used the anticipation predominantly in normal
texture, but the deviations from a ratio of equality were
(in most cases) not large.
8.

Free tone, type 1.

This dissonance (semiminim

value) appears in the works of Finck predominantly in
normal texture, by a ratio of infinity.

In the case of

no other composer was there a combination of sufficient
instances and sufficient predominance in one texture to
warrant citation here.
9.

Dissonant preparation.

The minim dissonant

preparation predominated in normal texture in the works
of Coppini (ratio 2.09) and in abnormal texture in the
works probably by Josquin (ratio infinity) and in the
works of Richafort (ratio ^.36)u
10.

Suspensions.

The composers whose use of

suspensions showed a strong predominance in either
texture are listed in Table 122, page 5^8o
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Table 12?.. Suspensions:
predominance in either texture
by a factor of 2:1 or more.
Value

Predominance: Normal texture
Ratio
Composer

Semiminim

Minim

Fevin
inf.
Bauldeweyn
info
Festa
inf.
Sticheler
info
14.02
Browne
11.44
Coppini
Aston
Lambe
6.14
Brumel
Isaac
S turton
4.80
Silva
4.08
Ludford
Josquin (probable
works)
3.90
Finck
3.90
Kellyk
3.15
3.04
Verdelot
Willaert
2.98
2 0l6
Mouton
2.01
Ri chafort
(Josquin
1.89)
Carlir
23.23
9.68
Senfl
Kellyk .
7.87
7.66
Pipelare
Forestir
7.35
Brumel
bo65
Finck
4.45
Sturton
4.32
Aston
3.98
3.88
Browne
Sutton
3.86
Festa
3.78
Alwood
3.53
3d2
Isaac
2.86
Sticheler
Genet
2.49
Josquin (probable
works)
2.47
Lambe
2.47
2.42
Mouton
2.41
La Rue
Richafort
2.41
Obrecht
2.30
Josquin
2.24
Ludford
2.19
Bruck
2.03x
(Willaert
1.97)

Abnormal texture
Ratio
Composer
(Alwood

1.90)

5^9
Only one composer, Richard Alwood, uses either
value of the suspension (as listed in Table 122, page
5^8 ) predominantly in abnormal texture by a ratio even
approaching 2 si.

The vast majority of composers used

these dissonances overwhelmingly in normal texture.
Some 2k composers used ten or more semiminim suspensions
in the works analyzed; 21 of them appear in the "normal
texture" column with ratios of 1.89:1 or greater.

Some

35 composers used ten or more minim suspensions; 26 of
them appear in the "normal texture" column with ratios
of 1 .9 7 si or greater,
11.

Six/five (regular).

This dissonance pre

dominates in normal texture in the works probably by
Josquin by a ratio of ^.50*1«
12,

Six/five (irregular).

This dissonances

predominates in abnormal texture in the music of Alwood
(ratio infinity) and Mouton (ratio ^.46).
13*

Diminished sonority.

The composers in whose

works a strong predominance of diminished sonorities was
noted, iri either texture are listed in Table 123, page
550.

The predominance of this dissonance in normal tex

ture, as shown in Table 123, is not unexpected in view of
its high position among all dissonances listed in Table
108 (page 52*0 .

Of the 21 composers who used this disso

nance ten or more times each (and who wrote in both tex
tures )v !6 appear in Table 123, none of them showing
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predominance in abnormal texture..

Table 1 2 3 . - Diminished sonorities: predominance in
either texture by a factor of 2:1 or more.
Predominance:

N ormal Texture
Ratio
Composer

Abnormal Texture

inf.
Fevin
Rener
inf.
Ri chafort
inf.
27.62
Brumel
Josquin (probable
15.00
works)
8.80
Kellyk
6.50
Isaac
6,03
Festa
Browne
5.93
5.28
Coppini
4.20
Sticheler
Josquin
3.63
Senfl
3.27
2.90
Sturton
2.11
Obrecht
(Mouton
1.77)

l^o

Summary.

On the basis of statistics shown in

the preceding pages, compiled from over 21,000 dissonances
in oyer three hundred sections or movements of music, it
has been shown that not all types of dissonance are
treated alike; in fact, there are considerable differ
ences among dissonances as distributed between textures.
Some dissonances are treated consistently throughout the
repertoire, with composers almost all showing the same
tendency but differing in degree; other dissonances were
used in widely divergent ways by different composers.
The composers themselves show great diversity in treat-
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menti

among all 42 composers, only Carlir and Pipelare

showed similar predominances in the music analyzed.
On the average, it may he said that the smaller
the number of voices, the higher the percentage of sus
pensions is likely to be; and the larger the number of
voices, the higher the concentration of passing tones,
especially semiminims.

All of the dissonances were

found at least occasionally in normal texture; but the
tritone (for reasons of doubling) was not found at all
in abnormal texture, and several composers apparently
did not use free tones, suspensions, or diminished so
norities in abnormal texture.

Whether these practices

arise from prevailing taste, unwritten rules, or contra
puntal exigencies is impossible to state, given pre
sently available evidence; all that can be said is that
the practices exist, and the more pronounced tendencies
are observable in almost every piece examined,

IIo

Metric placement of dissonance.

This subject,

as treated by Tinctoris in Liber De arte contrapuncti,
is.

discussed in detail in Chapter II of the present

work.

Its application to the repertoire analyzed for

this study is limited, because Tinctoris discusses only
two mensurations, 0 and 6 (and, by extension of princi
ples enunciated in respect to those, C and 0),

The

application of principles formulated for the integer
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valor signatures to others— even such common ones as

0 and 0— cannot he justified on the basis of Tinctoris's
own example, for his strict adherence to these principles
in 0 and 6 in the treatise" does not extend to 0, as was
pointed out in Chapter II.

Nonetheless, because of the

predominance of 0 and 0 in the repertoire analyzed,
some comparisons are drawn between 0 and C on the one
hand, and 0 and 0 on the other.
A.

Works in 0.

In this mensuration, minim disso

nances were allowed on any beat, and semiminim dissonan
ces could occur anywhere except the first half of minims
1 and 3.

No semibreve dissonance was allowed, and no

fusa dissonance could begin a minim.

In the 53 sections

in 0 which were analyzed for this study, 85 dissonances
were found which violated the principles just stated.
Of these, sixty were semiminim suspensions, almost all
of them leading to cadences in the common formula
This formula does not appear in
Tinctoris in the works in 0 analyzed for this study,
but it is quite common among other composers.

There

were nine semiminim accented passing tones on minims
1 or 3» as well as three semiminim irregular ^'s and
two semiminim accented upper neighbors.

Two fusa sus

pensions were found at the beginning of a minim.

however,

see below, page 553.

There
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were nine semibreve dissonances:

five diminished sono

rities, two suspensions, a free tone (type 2 ), and a re
gular y
1.

Summary by composers.
ao

Netherlands group— early period.
i.

Obrecht.

Five sections in 0 by Obrecht

were analyzed, as well as one section in which

the origi

nal mensuration (0 or 0) is not known, since it appears
in both mensurations in different sources.

In the five

sections known to be in 0 , no dissonances appear in vio
lation of Tinctoris*s principles; in the ambiguous case,
a semiminim suspension begins a breve.

In other respects,

the disputed section appears no different from those
known to be in 0 .
ii.
analyzed.

Ockeghem.

Three sections in

0 were

In two of them no violations were found, but

in the third (Missa Mi-Mi. Gloria, first section), four
instances were found:

three semiminim suspensions, all

beginning minim 3 of a perfection; and a fusa suspension
beginning minim 5 »
Hi.

Tinctoris.

Two sections in 0 were ana

lyzed, and in one of them, as might be expected, no dis
sonances occur in forbidden locations.

However, the

other section (see Appendix, Section #4) contains a semi
minim suspension which begins minim 3 of a breve.

The

voice containing the violation cadences at minim ^ of
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the breve, a highly unusual metric destination in Tinc
toris,

Tinctoris, in pointing out what he considered a

lapse in the counterpoint of Ockeghem, explained that
instance by remarking that "Even Homer nods"; perhaps
the phrase applies also to Tinctoris himself in this
ins fcance,
iv.

Summary.

In the early group of Nether

lander, adherence to Tinctoris's principles was fairly
close, only five exceptions being noted in works defi
nitely in 0 , and all of these exceptions being suspen
sions o
b,

Netherlands group— middle period.
1•

Agricola.

Three sections in 0 were ana

lyzed, and thirteen dissonances were found in metric
placements forbidden in Tinctoris's treatise.

All were

seraiminim suspensions, ten of them at the beginning of
a breve, and the others on minim 3 .
ii0

Fevino

Three sections in 0 were ana

lyzed, and ten dissonances were found to.be in violation
of Tinctoris's precepts:

nine semiminim suspensions

(seven on minim 3 » two beginning the breve), and a semi
minim accented passing tone on minim 3 «
iii.

Forestir.

One section in 0 was ana

lyzed, containing four semiminim dissonances in viola
tion of Tinctoris#s rules:

three on the first minim of

a breve (a suspension, an accented passing tone, and an
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irregular

and one on the third minim (a suspension).

In addition, there were three semibreve diminished sono
rities .
iVo

Isaaco

Two sections in 0 were analyzed.

These contained four dissonances placed in violation of
Tinctoris's rules, all on minim three of their respec
tive breves j

three semiminim suspensions and an irregu

lar
Vo

Josquin.

Two sections in 0 were ana

lyzed (one of them being the Inviolata which is classed
as "probably by Josquin")„

These contained twelve dis

sonances in violation of Tinctoris's rules:

ten were

semiminim suspensions, five each on minims 1 and 3 of
the breve (all but two of these being found in the
Inviolata); the other two (also in Inviolata) were semi
breve diminished sonorities.
vi.

Prioris.

One section in 0 was ana

lyzed; all dissonances in it conformed with Tinctoris's
rules of metric placement.
vii.

Summary.

In the middle-period group

of Netherlanders, 46 dissonances were found to violate
Tinctoris's rules:

37 semiminim suspensions, five semi

breve diminished sonorities, two accented semiminim
passing tones, and two irregular ^ sonorities of semiminim duration.
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c.

Netherlands group— -late period.
i,

lyzed,,

In

Bauldeweyn.

One section in 0 was ana

it were found four dissonances in metric po

sitions forbidden "by Tinctoris:

three semiminim sus

pensions on the third minim of the breve, and an irregular

^ of semiminim duration at the beginning of a breve.
ii,

Brumel.

One section in 0 was analyzed,

containing one dissonance in a forbidden place:

a semi

minim suspension on the third minim,,
iii,

Carlir.

Three sections in 0 were ana

lyzed, and one dissonance appeared in a forbidden place:
a semiminim suspension on a third minim.
iv.

Champion.

One section in 0 was ana

lyzed,containing one misplaced dissonance:

a semiminim

suspension on the third minim.
Senf1.

One section in 0 was analyzed,

in which all dissonances conformed with Tinctoris's rules.
vi.

Summary.

In the works in 0 written by

late-period Netherlanders and analyzed for this study,
only seven dissonances were found in metric positions for
bidden by Tinctoris:

six semiminim suspensions and one

semiminim irregular
d.

English composers— middle period.
*•

Lambe.

One section in 0 was analyzed,

containing eleven dissonances in forbidden metric posi
tions:

two at the beginning of the breve (both semiminim
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suspensions) and nine on the third minim (six suspensions,
two accented passing tones, and an accented upper neigh
bor, all semiminims).
ii„

Wylkynson.

Four sections in 0 were ana

lyzed, and five violations of Tinctoris's rules were
founds

two semiminim suspensions on minim 1 , another on

minim 3 » a fusa suspension beginning minim 5 » and a semi
breve free tone (type 2 ).
e.

English composers— late period.
i*

Carver.

Ten sections in 0 were analyzed,

containing six dissonances which do not conform with
Tinctoris's rules:
breve irregular

two semibreve suspensions, one semi
and three seraimlnim accented passing

bones (all on the third minim)0
ii„

Ludford.

Six sections in 0 were ana

lyzed, containing six semiminim dissonances in positions
forbidden by Tinctoris:

a suspension and two accented

passing tones at the beginning of the breve, and two sus
pensions and an accented upper neighbor on the third
minim.
iii.

Summary— all English composers.

lations of Tinctoris's rules were found in more varied
forms than was true for the Netherlanders:

of 28

instances, fourteen were semiminim suspensions, seven
were semiminim accented passing tones.

There were two

semiminim accented upper neighbors and two semibreve

Vio
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suspensions.

There were also a semibreve free tone (type

2 ), a semibreve regular

6

and a fusa suspensions

Other composers t

Fogliani.

One section In

0 was analyzed; all dissonances conformed with Tinctoris's
rules.
g.

Summary.

Tinctoris's rules were not bind

ing on composers other than himself.
tions of them were not very frequents

Nonetheless, infrac
of the 225 fusa

dissonances found in the works in 0 , only two were at
the beginning of the minim.
sonances, only

Of the 2,^33 semiminim dis

were on either the first or third mi

nim; and only nine semibreve dissonances were found.
The accented half of minims 1 and 3 were dissonant less
often than any other semiminim positions within the
breve (though the beginning of minim 5 was also dissonant
only infrequently).

It seems, therefore, that even if

the rules were not strictly binding, yet they reflected
the practice of the composers fairly well.
2.

Comparison of 0 and 0.

In spite of the fact

that Tinctoris gives no directions for metric placement
of dissonance in 0, the large number of examples using
this signature In the repertoire analyzed and the iden
tity of its accentual structure to that of 0 makes a
comparison of the two both interesting and instructive.
Thirty sections in 0 were analyzed (compared to 53
in 0 ), and within those sections were found 76 disso-

nances which do not conform with Tinctoris's rules for 0.
On the average, there were slightly over 2-£ such disso
nances per section in #, compared to a figure of about
l| in 0,

While these figures do seem to indicate a

greater degree of freedom of usage in 0 than in 0 , a
stronger indication of that greater freedom lies in the
greater variety of dissonances used.

While over two

thirds of the dissonances in 0 which violated the rules
were semiminim suspension (60 of 8 5 ), less than half of
the dissonances in 0 which violated the rules were semi
minim suspensions (3^ of ?6 ).

Among the remainder of the

dissonances in 0 were fourteen semiminim accented passing
tones, nine semibreve suspensions, six semiminim accented

£

upper neighbors, four semiminim irregular ^'s * two each
of the semibreve
regular

semibreve irregular

and semiminim

and one each of the semibreve diminished sono

rity, semiminim appoggiatura, and fusa accented upper
neighbor.

A summary by schools and composers is given

belowo
a.

Netherlanders— early group:

Tinctoris.

Two sections in 0 were analyzed; the dissonances con
formed completely with his rules for 0 „
b.

Netherlanders— middle group.
i0

Agricola.

Four sections in 0 (includ

ing one in which one of the four voices was in € but had
no dissonance) were analyzed; in them were found twelve
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violations of Tinctoris's rules for 0:

eight semibreve

suspensions, two semibreve j^'s, and two semibreve irreg
ular

^ 's .
ii.

Isaac.

Three sections in 0 were ana

lyzed; all followed strictly the rules for 0 .
ill,

Josquin.

Three sections (all from works

in the "authentic" category) were analyzed.

In one of

them, the dissonances were all placed according to the
rules for 0.

In the other two were found four dissonances

in violation:

two semiminim suspensions, a semibreve

suspension, and a semiminim regular y
iv.

La Rue.

One section in 0 was analyzed,

which contained two semiminim suspensions beginning the
third minim of the breve.
v»

Prloris.

One section in 0 was analyzed;

its dissonances conformed with Tinctoris's rules for 0.
vi.

Summary.

In the middle group of Nether

landers eighteen dissonances in 0 were found in violation
of Tinctoris's rules for 0:

nine semibreve suspensions,

two semibreve j^'s, two semibreve irregular ^'s, four semiminim suspensions, and a semiminim regular
c.

Netherlanders— late period.
i.

Brumel.

One section in 0 was analyzed

its dissonances conformed with Tinctoris's rules for 0.
ii.

Champion.

One section in 0 was ana

lyzed; in it were found a semiminim suspension on a third
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minim and a semiminim regular ^ beginning a breve.
iiio

Divitis.

One section in 0 was analyzed;

it contained five semiminim suspensions on the third
minim of the breve.
iv.

Mouton.

One section in 0 was analyzed,

containing two semiminim suspensions at the beginning of
a breve.

In addition, a section in 02 was analyzed; its

metric structure apparently approximates that for 0, and
it contained a semibreve suspension.
v*

One section in 0 was analyzed,

Rener.

and it contained a semiminim suspension at the beginning
of a breve.
vi.

Summaryc

In the late-period Netherlands

works, ten dissonances in 0 were found which violated
Tinctoris's rules for 0:

£

and a semiminim regular y

nine semiminim suspensions,
In addition, in one section

in 02, a semibreve suspension was found.
d.

English composers, early period.
i•

One

ofthem

rulesfor0,

Browne„

Two sections in 0 were analyzed.

contained no dissonances in violation of the
The other,

however, contained twelves

four

semiminim suspensions, four semiminim accented upper
neighbors, and one each of the semiminim appogglatura,
semiminim accented passing tone, semiminim irregular
and fusa accented upper neighbor.
H u

Kellyk.

One section in 0 was analyzed,
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containing eleven dissonances in violation of Tinctoris's
rules:

two semiminim accented passing tones, a semiminim

irregular

seven semiminim suspensions, and a semiminim

upper neighbor (accented).
iii.Sutton,

Two sections in 0 were analyzed,

containing eleven dissonances in violation of Tinctoris's
rules:

six semiminim accented passing tones, two semi/L

minim irregular ^'s, two semiminim suspensions, and a
semiminim accented upper neighbor„
iv.

Summar y .

In five sections analyzed in

the early English group, 3^ dissonances were found which
do not conform with Tinctoris's rules:

thirteen semiminim

suspensions, six semiminim accented upper neighbors, a
semiminim appoggiatura, nine semiminim accented passing

£

tones, four semiminim irregular ^ s , and a fusa accented
upper neighbor.

The rate of nearly seven such dissonances

per section analyzed was the highest for any group of
composers in this study,
eo

English composers— middle period.
i0

Ashewell.

Three sections were analyzed:

one with all voices in 0, one with one voice in G and .
five voices in 0, and one with one voice in C and five in

0.

The last section mentioned conformed entirely with

the rules; the other two each contained a semiminim sus
pension on a forbidden beat,
ii,

Sturton.

One section In 0 was analyzed,
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containing ten infractions of Tinctoris's rules for 0:
five semiminim suspensions and five semiminim accented
passing tones•
iii0

Summary.

In this group of composers

twelve dissonances in 0 were found which do not conform
with Tinctoris's rules:

seven semiminim suspensions

and five semiminim accented passing tones.
f.

English composers— late period:

Aston.

Two sections in 0 were analyzed, each containing one
dissonance which does not conform with Tinctoris's rules
for 0 :

a semibreve diminished sonority and a semiminim

suspension beginning a breve.
g.

Other composers.

No sections in 0 were

analyzed from the works of the composers from outside
the two main schools.

ho

General summary for 0.

The most common

dissonance to be found in a metric position forbidden
by Tinctoris was the semiminim suspension, in the same
melodic figure as that cited for 0 on page 552.

In

the middle-period Netherlands works, however, this dis
sonance was found only four times, compared to thirteen
semibreve dissonances„

In the early English works, the

combined totals for the semiminim accented upper neigh
bor and accented passing tone surpassed that for the
semiminim suspension.

It is thus apparent that in 0

the semiminim suspension does not occupy the predominant
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position that it had in 0 in respect to unusual metric
placement.
B.

Works in ®.

Only two sections in ® were ana

lyzed, one each by Ashewell and Aston.

In these sec

tions, fifteen dissonances were found which violated
Tinctoris's principles for this mensuration (no minim
dissonances; no semiminim dissonances on minims 1 , 2 ,
or 3).

Eight of the offending dissonances were semiminim

accented passing tones; two each were mir.im passing tones
and minim upper neighbors; and one each was a minim dimin
ished

sonority, a semiminim appoggiatura, and a semi-

minim irregular y
Co

Works in C.

Ir this mensuration the dissonance

treatment indicated by Tinctoris (through example and by
implication from his directions on minor prola.tion) is
identical to that for the last two semibreves in 0 ; thus,
dissonances longer than a minim are forbidden, semiminim
dissonances may not begin a breve, and no fusa dissonance
may begin a minim.
In the seventeen sections in C .analyzed in the
course of this study, there were 39 dissonances which
violated the conditions given above:

24 semiminim. sus

pensions, six semibreve diminished sonorities, four fusa
suspensions, two semiminim accented upper neighbors, and
one each of the semibreve upper neighbor, dotted minim
diminished sonority, and fusa irregular y

A summary by
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schools and composers is given below.
1.

Netherlands composers— early period.
a.

Obrecht.

Two sections in C were analyzed,

in which one semiminim accented upper neighbor began a
breve.
b.

Tlnctorls.

Or.e section in C was analyzed;

it contained no dissonance which violated his rules.
2.

Netherlands composers— middle period.
a.

Agricola.

One section in C was analyzed;

in it a semiminim suspension began a breve,
b.

Josquln.

One section in C was analyzed;

it contained a dotted minim diminished sonority.
c.

La Rue.

Or.e section in C was analyzed;

it contained five semibreve dissonances (four diminished
sonorities and an upper neighbor).
3.

Netherlands composers— late period.
a,

lyzed.

Bauldeweyn.

Two sections in C were ana

In them were found twelve semiminim suspensions

at the beginning of the breve, and two semibreve dimin
ished

sonorities.
b.

Mouton.

Three sections in C were analyzed.

One conformed strictly with Tinctoris's rules.
ther, a semiminim suspension began a breve.

In ano

The third

piece was Benedlcam Domlnum, already cited for its many
unusual qualities.

It contained nine semiminim suspen

sions at the beginning of the breve, as well as four
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fusa suspensions at the beginning of the minim, and a
fusa irregular ^ at the beginning of a minim.
English composers— middle period* Wvlkvnson.
Three sections in C were analyzed, in which was found one
accented semiminim upper neighbor at the beginning of a
breve.
5.

English composers— late period:

Ludford.

Three sections in C were analyzed, in which was found
one semiminim suspension at the beginning of a breve.
60

Summary for C.

With so few dissonances (39)

involved, it might appear unlikely that any meaningful
trend could be found.

However, one striking fact emerges

from inspection of these data:

the increase in the use

of the semiminim suspension to begin a breve in Nether
lands compositions.

In the early period none was found

in three sections of music; in the middle period, one
was found in three sections; and in the late period, 22
were found in five sections.

The totals for all disso

nances for these three groups shows a steady but equally
striking rise:

early group, one dissonance in three sec

tions; middle group, seven dissonances in three sections;
late group, 29 dissonances in five sections.

The in

crease in the late group is entirely due to the more fre
quent use of the semiminim suspension to begin a breve,
and this set of data shows quite graphically this gra
dual change in style.
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D.

Works in 0,

In spite of the fact that Tinctoris

does not treat 0 in his book, its metric identity to C and
its predominance in the literature render its treatment
in the present study almost obligatory„
In the 187 sections in 0 analyzed for this study,
355 dissonances were found which violate Tinctoris's
rules for C; these are tabulated below.

Table 12*K Dissonances in sections in 0 which violate
Tinctoris's rules for 0 (by extension, for C )0
Netherlands
English
Early Mid Late Early Mid
0
0
0
0
0
0
0
1
0
0
0
0
0
1
0
0
0
0
0
1
0*o
0
0
0
0
1
0
0
0
2
1
api
0
0
0
0
$a£
1
0
0
0
0
1
Odp
0
20
16
30
OS
13
0
0
0
0
0
oE/k
0
0
1
0
2
06/5r
0
0
0
1
1
o6/5ir
0
11
1
oo
47
0
0
0
0
♦un
2
0
0
1
1
0
0
0
0
1
0
i><s
0
0
0
0
W5ir
1
0
0
0
0
0
0
0
0
Ao
1
0
2
62
1
la
71
3
0
do
1
0
2
5
0
0
1
0
jApt
0
0
0
0
j^Aun
1
3
0
0
0
1
0
0
0
k
0
0
M r
0
0
1
5
3
0
0
0
1
0
JJI°"'

Late
1
0
0
0
0
0
0
0
2
1
0
0
1
0
0
0
0
0
0
2
0
1

,

f-l

•H

0
0
0
0
0

36

117

98

3

36

8

Sections:11

71

63

1*

11

4.

TOTAI.

Others
Mid Late
0
0
0
0
0
0
0
1
3
0
0
1
2
0
0
0
0
1

0
16
0

0
0
0
0
1
0
25
12

0
0
0
0
0
0
0
0
0
0
0
0
2
0
0
0
0
0
0
25
2
0
0
0
0
1
0
30
11

1
1
1
1
1
3
1
2
841

3
3
28
2
2
1
1
1
1

182
10

2
1

k
11
1

353
187
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The increasing use of the semiminim suspension
noted in the sections in C is duplicated in Table 124
(page 567) in the works of the Netherlanders,

Also

of note is the decrease in the use of the semibreve
suspensions

thirty instances were found in eleven

sections in the early Netherlands group, while for
the two later groups the figures were twenty in 71
sections and sixteen in 63 sections.

Use of the semi

breve diminished sonority increases markedly from
early to late among the Netherlanders,
•»*

No other

strong trends are shown in the table, but the high
number of semibreve suspensions in the middle-period
English group may be of some significance.
A summary of treatment by schools and composers
is given below,
1.

Netherlands composers— early period.
a.

Obrecht.

Six sections in 0 were ana

lyzed, containing 31 forbidden dissonances:

27 semi-

breve suspensions, two semibreve regular ^'s » & semi
breve passing tone, and one semiminim suspension at
the beginning of a breve.
b.

Ockeghem.

Two sections in 0 were analyzed,

containing five forbidden dissonances:
suspensions, a semibreve irregular

three semibreve
and a semiminim

suspension beginning a breve,
c.

Tinctoris.

Three sections in 0 were ana-

569

lyzed, all completely consistent with his rules as
applied to C.
d.

Summary.

The early Netherlands group

(except for Tinctoris) showed a strong tendency to use
semibreve dissonances, particularly suspensions, in
violation of Tinctoris*s principle that no dissonance
longer than a minim should he allowed.

However, all

three composers adhered remarkably closely to the pro
hibition of a semiminim dissonance beginning the breve,
with only two such dissonances being found in the eleven
sections analyzed,
2.

Netherlands composers— middle period.
a.

Agricola.

Four sections in £ were ana

lyzed, of which one had one voice in 02 while the others
were in £ (effective sounding meter for all voices being
£), and another had one voice in 0 with all others in £
(the odd voice having no dissonance).

In these four

sections nine dissonances forbidden by Tinctoris in C
were found:

seven semibreve suspensions, a semiminim

suspension, and a semiminim accented upper neighbor— a
distribution not strikingly different from those in the
early Netherlands group.
Two sections in C2, one of which had one voice in
02, were also analyzed* these conformed strictly with
Tinctoris's rules.
Fevin.

Six sections in £ were analyzed,
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containing: seventeen dissonances frowned upon by Tinc
toris:

thirteen semiminim suspensions beginning the

breve, a dotted minim diminished sonority, a semiminim
accented escape tone, a semiminim diminished sonority,
and a semiminim irregular

£

This distribution is

strikingly at variance with that found in Agricola or
the *early Netherlands group and is similar to that found
in several composers of the late group.
c.

Gascongne.

In the one jzJ section analyzed,

two dissonances stand out as exceptions to Tinctoris's
rules:

a breve and a semibreve diminished sonority.
d.

Isaac.

Some 26 sections in £ were analyzed,

of which 19 were entirely consistent with the rules? in
the other seven were found eleven dissonances which vio
lated the rules:

four semiminim suspensions at the be

ginning of the breve, three semibreve suspensions, three
semibreve and one semiminim diminished sonorities.

Ac

cording to the nearly equal distribution of semiminim and
semibreve suspensions, Isaac stands stylistically some
where between the early Netherlanders and Agricola, on the
one hand, and the late Netherlanders and Fevln, on the
other.

The fact that nineteen of the 26 sections con- .

tained no offending dissonances, and that only five semi
minim dissonances in 26 sections began a breve, show
Isaac to be quite close to Tinctoris's norms.
e.

Josquin.

Some 21 sections in £ were ana-
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lyzed, including one in which one voice was in C (with
proportional reduction of values) while the others were
in 0 O

Of the 21 sections, only four did not contain

some deviations from Tinctoris9s miles„

In the other

seventeen sections were found 57 dissonances which vio
lated the rules:

42 semiminim suspensions, four semi

minim regular ^'s, three semiminim irregular r's, two
semiminim diminished sonorities, a semiminim accented
passing tone, and a semiminim accented upper neighbor,
all at the beginning of the breve; and four semibreve
suspensionso

On the basis of this distribution, Jos-

quin must be placed with the later generation, along
with Fevin, in contrast to the sparse use of semiminim
suspensions found in the early group.
f.

La Rue-

as well as four in C2„

One section in 0 was analyzed,
In the C2 sections, no devia

tions from Tinctoris9s prescriptions were found; in the

0 section, however, there were three, all semibreves: a
dissonant preparation and two suspensions.

On this slim

basis La Rue appears to join the older group of compo
sers .
g.

Pipelare.

Three sections in 0 were ana

lyzed, of which one was consistent with Tinctoris*s rules.
In the others were found three semiminim suspensions at
the beginning of the breve.

One section in C2 was also

analyzed; it contained one semiminim suspension beginning
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a breve.

Pipelare thus appears to join the modern com

posers who permit the use of the semiminim suspension to
begin a breve while avoiding the semibreve suspension.
h.

P r i o r i s Four sections in £ were analyzed,

containing six forbidden dissonances:
suspensions, a semiminim irregular
cented upper neighboro

6

four semibreve
and a semiminim ac

Prioris thus appears to share

with the early group of composers a fondness for the
semibreve suspension, while he avoids the semiminim sus
pension to begin a breve.
Silva.

Five sections in 0 were analyzed,

of which two were consistent with Tinctoris's rules.
In the other three sections were found nine forbidden
dissonances:

eight semiminim suspensions and a semi

minim diminished sonority at the beginning of the breve.
In addition, three sections in C2 were analyzed, which
showed a very similar distribution:

eight forbidden

dissonances, of which seven were semiminim suspensions
beginning a breve and the eighth was a dotted minim
diminished sonority.

Or. the basis of these data Silva

appears definitely to favor the semiminim suspension and
to avoid the semibreve suspension, which apparently
places him in the modern group with Josquin and Fevln
rather than with the early group (including Agricola).
k0

Summary.

Among the middle-period Nether

lands composers, several continued to use the semibreve

573
suspension and to avoid the semiminim suspension at the
beginning of a breve.

•

This trait is similar to that ob

served in the early group of Netherlanders .
are Agricola, La Rue, and Prioris.

The composers

Another group of

composers strongly favored the semiminim suspension at
the beginning of a breve and used the semibreve suspen
sion rarely or not at all— apparently a-more modern trait,
since it appears even more often in the late Netherlands
group.

The composers are Pevin, Josquin, Pipelare, and

Silva.

Isaac apparently occupies a middle position be

tween these two groups.

Gascongne used no suspensions

that fit into either category (in fact, none at all) in
the one section analyzed.
3.

Netherlands composers— late period.
a.

Bauldeweyn.

Nine sections in 0 were ana

lyzed, of which seven conformed strictly with Tinctoris*s
rules.

In the other two were found eight semiminim sus

pensions at the beginning of the breve.
b.

Brumel.

Ten sections in

were analyzed,

of which four contained no violations of Tinctoris's
prescriptions.
ing dissonances:

In the others were found fourteen offend
six semibreve suspensions, four semi

breve diminished sonorities, and four semiminim suspen
sions beginning a breve.

On the basis of these data,

Brumel might be grouped, with Isaac in a position midway
between the early Netherlands group and the "moderns."

574
c.

Carlir.

Seven sections in j6 were analyzed,

of which three contained no violations of the rules.
the others were found four offending dissonances*
semibreve suspensions and a semibreve regular

In

three
Carlir

thus appears to fit into the early group.
d.

Champion.

Two sections in 0 were analyzed,

both entirely consistent with Tinctoris’s rules.
e.

Dlvltls.

Six sections in & were analyzed,

of which two conformed with the rules.

In the others

were found twelve offending dissonances*

eleven semi

minim suspensions beginning a breve, and a semiminim
\

z
irregular ^ beginning a breve.

Divitis thus appears to

be a "modern" composer.
f.

Genet.

Four sections

containing ten dissonances
toris 's rules:

in

t

wereanalyzed,

not in conformity with Tinc

four semiminim suspensions beginning a

breve, three semibreve suspensions, two semibreve dimin
ished

sonorities, and a dotted minim diminished sono

rity.

Genet, in his use of both the semibreve and semi

minim suspensions,

joins Isaac and Brumel in a position

between the early and
g.

Mouton.

late groups.
Two sections

containing four forbidden dissonances*

in

0

two semiminim

suspensions and two semiminim irregular ^*s » aH
ning a breve.

wereanalyzed,

begin

Mouton thus apparently joins the "modern"

group of composers.
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11•

Renei*.

Five sections in 0 were analyzed,

containing sixteen dissonances not in conformity with
Tinctoris's prescriptions*

eleven semiminim suspensions

and a semiminim ^ "beginning a breve, a minim diminished
sonority in syncopated position, and three semibreve
diminished sonorities.

Rener also is apparently a "mo

dern" composer.
<3*

R1chafort.

Five sections in 0 were ana

lyzed, of which one was consistent with the rules.

In

the others were found fourteen dissonances to which
Tinctoris would presumably have objected*

seven semi

minim suspensions and a semiminim diminished sonority,
all at the beginning of the breve; a semibreve dimin
ished

sonority, four semibreve suspensions, and a dotted

minim suspension.

Richafort thus joins the small group

of composers who use both the semiminim and the semibreve
suspension.
k.

Senfl.

Eleven sections in 0 were analyzed,

of which ten conformed with Tinctoris's rules— apparently
a conservative trait.

In the other section a single

semibreve diminished sonority was found,
m.

Verdelot.

The single section analyzed was

in 0} it contained six semiminim suspensions at the be
ginning of the breve.
n.

Willaert.

The single section analyzed was

in 0; it contained nine semiminim suspensions at the be-
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ginning of the "breve.
o.

Summary.

Only one composer, Carlir, used

semibreve suspensions but no semiminim suspensions at
the beginning of the breve; he is apparently stylistically
aligned in this respect with Obrecht, Ockeghem, Agricola,
La Rue, and Prioris0

Three composers— Brumel, Genet, and

Richafort— used both semibreve and semiminim suspensions
and are thus apparently stylistically aligned in this
respect with Isaac.

Six composers in the late group of

Netherlanders strongly favored the semiminim suspension
at the beginning of the breve and avoided semibreve sus
pensions:

Bauldeweyn, Divitis, Mouton, Rener, Verdelot,

and Willaert.

These composers are apparently stylistical

ly aligned in this respect with Fevin, Josquin, Pipelare,
and Silva.

Senfl and Champion used no forbidden suspen

sions in the works in 0 analyzed for this study.
4.

English composers— early period.
a.

Browne.

Three sections

in 0 were analyzed,

of which one was consistent throughout with Tinctoris's
rules.

In the other two were found a semiminim suspension

beginning a breve and a dotted semibreve
t>. Sutton.

One section in 0 was analyzed, con

taining a single semibreve diminished sonority.
5.

English composers— middle period.
a.

Alwood.

Three sections

in 0 were analyzed,

including the anomalous one with five-minim measures.

In
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these sections were found sixteen forbidden dissonances:
four semibreve suspensions, three semiminim suspensions
beginning a breve, two semibreve diminished sonorities,
and one each of the semibreve appoggiatura; semiminim
accented upper neighbor; semibreve, dotted minim, and
£
semiminim irregular
semiminim and dotted semibreve
diminished sonority.
b.
lyzed:

Ashewell.

Three sections in jt were ana

one with all voices in 0 which was in complete

conformity with TinctorisBs rules; and two with one voice
in C and all others in 0 (with no apparent reason for the
distinction— see page 32*0 ,'containing three forbidden
dissonances:

diminished sonorities (semiminim, semi

breve) and a dotted semibreve augmented sonority.
c.

Lambe„

Two sections in 0 were analyzed.

One was in complete agreement with Tinctoris's rules,
but the other contained two semibreve dissonances:

a

suspension and a diminished sonority.
d.

Sturton.

Three sections in 0 were analyzed,

containing fifteen forbidden dissonances, all semibreves:
eight suspensions, three diminished sonorities, two pass
ing tones, and two (colored) upper neighbors.

Comparison

between Sturton's writing in 0 and that in 0 is of inter
est:

in the latter signature all his "forbidden" disso

nances were semiminims.
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6.

English composers--late period.
a, 'A ston.

Two sections in 0 were analyzed.

One contained no-violations of Tinctoris's rules, but
the other contained three semiminim dissonances (two
suspensions and an accented passing tone) which began
the breve.
8.

Two sections in 0 were analyzed.

Carver.

One contained no dissonances contrary to Tinctoris's
rules, but the other had fives

6

a breve ^ , and four

semibreve dissonances (two suspensions, a

and a dimi

nished sonority),
7•

Other composers— middle period.
a.

Coppini,

Four sections in 0 were ana

lyzed, one of which conformed with Tinctoris's rules.
In the other three sections were found fourteen for
bidden dissonances:

eight semiminim suspensions, five

semibreve dissonances (three suspensions, a dissonant
preparation, and an irregular ^), and a dotted minim j^.
Coppini apparently resembles Isaac, Brumel, Genet, and
Richafort in using both semibreve and semiminim sus
pensions .
b.

Finok.

Eight sections in 0 were analyzed,

of which two conformed with Tinctoris's prescriptions.
In the others were found eleven forbidden dissonances:
nine semiminims at the beginning of a breve (eight sus
pensions and an irregular ^), and two semibreve dimi-
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nlshed sonorities.

Finck thus apparently should be

classed with the "modern” composers.
8.

Other composers— late period,,
a.

Bruck.

One section in £ was analyzed, con

taining ten dissonances which violate Tinctoris's rules:
a semibreve diminished sonority and nine semiminim disso
nances at the beginning of a breve (eight suspensions
and a diminished sonority).

Bruck thus also appears to

be a "modern" composer.
Festa.

Six sections in 0 were analyzed,

of which three were completely consistent with Tinctoris's
rules.

In the other three were found nine forbidden dis

sonances:

a semibreve diminished sonority and eight

semiminim suspensions.

Festa also joins the group of

"modern" composers who used semiminim suspensions but
avoided the semibreve suspension.
Four sections in (t were ana

Stlcheler.

lyzed, containing eleven dissonances in violation of the
rules, all semiminims at the beginning of a breve:
suspensions, an irregular

nine

and a diminished sonority.

Sticheler must also be classed with the "modern" compo
sers .
d.

Summary— other composers.

Of the six com

posers not in either the Netherlands nor the English
group, five heavily favor semiminim dissonances on the
beginning of a breve and avoid semibreve dissonances;
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the other, Coppini, uses hoth semiminim and semibreve
suspensions.

Illo
A,

Conclusions,
Style— general.

There are many differences

in dissonance treatment between the English school, on
the one hand, and the Netherlands composers and those
outside the two main schools, on the other.

The latter

group (Netherlands, Others) approaches much more closely
the norms of dissonance treatment found in the later
sixteenth century in the works of Palestrina.

In many

respects Netherlandish writing between 1500 and 1521
(roughly the time of composition of most of the works
in the middle and late groups of composers in this
study) is identical to the norms of Palestrina style:
many melodic and rhythmic patterns are extremely com
mon or extremely rare in both; the signature jZJ accounts
for the overwhelming majority of movements or sections
in both; a four-voice norm is assumed for both.

Many

pages of writing from this period would present few if
any surprises to the Palestrina-oriented scholar.
On the other hand, the styles are by no means iden
tical in all details.

Many dissonances are found in the

period under discussion which do not appear at all
the Palestrina style:

In

several minim accented dissonances

(passing tones, upper and lower neighbors, even escape
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tones), any of the seraibreve dissonances in C, 0, 0, or

0 (except for the combination of a dissonant preparation
and the following suspension), most of the fusa disso
nances, and some few of the semiminim and minim unac
cented dissonances.

Further, a much larger variety of

metric signatures is found in this period than in the
later one, with a fair percentage of movements (as op
posed to occasional brief sections) in triple meters
such as 0, 0, 03, and the like.

Even the meters com

monly employed by Palestrina are used with greater free
dom and variety in the earlier period.

Taken in sum,

these differences from the Palestrina style are quite
considerable.

While there are some passages in which

these differences are not readily apparent, it is ex
ceedingly rare that one finds a whole section in even
approximate conformity with the later style, and no
composer from this period comes even close if his whole
output is considered.
The style (if such it can be called, given so many
individual variations) cannot in any sense be regarded
as a mere adumbration of that of the late sixteenth cen
tury.

It is, in its manifold forms, fully developed and

matured in its own right, capable of a great variety of
expression and manipulationo

What Jeppesen decries as

crudities or errors in the works from this period may,
indeed, be so when viewed from the context of the Pales-
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trina style; but when so many of these "errors" prove
to be the very moments at which this earlier music
reaches its most moving and felicitous expression, then
the Palestrina-oriented viewpoint needs to be abandoned
and replaced with one which meets this music on its
own terms.
B.

Styles— individual.

Throughout this disserta

tion comparisons have been made among various composers*
usage of dissonances.

One conclusion has become inesca

pable in the course of these comparisons:
these composers are alike.

no two of

Similarities— even near-iden-

tities— in one respect are balanced by diametric opposi
tion in another.

Composers in the late fifteenth and

early sixteenth centuries found themselves within the
confines of a general style in sacred music which at
first appears to enforce conformity:

a medium of (usual

ly) four-part unaccompanied, chorus, in a (usually) con
trapuntal style, regulated by conventional uses of cantus
flrmus material within a fairly narrow tonal range
bounded by the ecclesiastical modes and. the rules of
musica ficta; a rhythmic repertoire bounded (for practi
cal purposes and except for long-note cantus flrmi) by
the semiminim and the semibreve and based on an unchanging
tactus, at least as a point of reference.

In spite of

these and other confining factors, the composers of this
period, to Judge by their dissonance treatment, developed
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personal styles as distinctive to their contemporaries
as the styles of (e.g.) Stravinsky, Vaughan-Williams,
Schoenberg, and Copland are to us.

The distinctiveness

of these styles is apparent to the modern scholar only
by analysis, for we have had to grapple with such a
bewildering variety of styles from a dozen centuries
that, given even widely differing examples from any
earlier period, the modern ear hears the similarities
far more prominently than the differences.
Characteristics of individual composers in respect
to the various matters examined in this dissertation are
not summarized here, but may be found by consulting the
appropriate chapters above.
C.

S tyle— Netherlanders and Others vs. English.

Whatever the distinctions that can be found between in
dividual Continental composers or between individual
English composers, they are not as great as the basic
difference between continental composition and the Eng
lish style.

The differences between Ockeghem and Wil-

laert, great as they are, are perhaps less basic than
those between any Netherlander and the English composer
closest to the Netherlands style (cn the basis of this
study, the best candidate for that position would be
Ludford).
The differences between English and continental
writing lie in the greater freedom exercised in the

5S*JEnglish school.

Dissonances which occur rarely or never

in Continental pieces are found with some frequency in
insular works.

The tendency toward regulating dissonance

according to metric placement— especially with regard to
beginning the breve with a semibreve dissonance (and,
more especially, with one other than a suspension)--is
much stronger in Continental works.

Continental writing

tends to employ predominantly a few conventional melodic
figures compared to the luxuriant variety found in English
music.

All in all, the English works have a more impro

visatory style than do the Continental ones, partly due
to their far more elaborate melismatic style.

Passages

in syllabic homophony are practically unknown in English
works except for a few very brief passages in Credo move
ments of Masses by Aston and Lu.dford.

The improvisatory

nature of the writing is emphasized by the dependence
upon non-imitative counterpoint and full texture.
Per more d.etailed information on specific differ
ences, see the appropriate sections above.
Do

Differences between works.

Differences in dis

sonance treatment between individual works of one com
poser were often as great as or greater than differences
between composersa

A particular segment might be found a

dozen times in a given work and nowhere else in the entire
repertoire analyzed0

It is not implied or assumed that

any of the music analyzed (let alone all of it) was com-
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posed with the intent of illustrating its text— and yet
every note of the music was written with the purpose (or
at least the effect) of setting a specific word of text.
Hence, in many cases, a particular segment occurs in
association with a given text and nowhere else.

Motives

(sometimes used in imitation) were invented, if not to
portray or illustrate the image of the text, at least in
order to he consistent with it and not to clash with it.
Almost every piece contains some individual turns of
phrase not found in other works0

Differences between

individual works crop up also in distribution of disso
nances, both of types and of note values. Given such

a

wide variety of treatment in works of the same composer,
it would be hazardous to attempt to make an attribution
of an anonymous work on the basis of dissonance treat
ment.

In the case of works for which there are con

flicting attributions, the types and. distribution of
dissonances found might tend to support one or the other
contender.
Eo

Metric

have been found

placement of dissonance.

Dissonances

on every minim of the most-often-used

mensurations, and with most note-values.

The prohibi

tions and restrictions advocated by Tinctoris were not
strictly binding in this repertoire, although the places
which that theorist said must remain consonant are those
which are found consonant the highest percentage of the
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time in the repertoire analyzed.

Dissonances of semi-

minim value at the "beginning of a "breve (or beginning
the third minim in 0 or 0) are fairly rare, even in
those composers who use them most often, so that, at the
very least, it may be said that Tinctoris's prescriptions
coincide for the most part with dissonance usage actually
observed in the music.
It is assumed that Tinctoris's writings are most
closely applicable to the early-period composers in this
study.

Certainly this is true in regard to placement of

semiminim dissonances.

In use of dissonances longer than

a minim, however, the early-period composers far exceeded
the later groups; this fact is much more likely to be a
sign of the increasing use of shorter values in the later
periods than of increasingly conscious fidelity to Tinctoris's principles in this regard.

The actual influence

of his writings on succeeding generations is exceedingly
difficult to estimate; and yet the statistics show that
composers' approaches to dissonance treatment were far
from random, and that most of the principles they appar
ently
F.

observed coincided with Tinctoris's teaching,
Textural differences.

Differences between nor

mal and abnormal texture are more of degree than of kind,
but for all that are quite well marked and are fairly con
sistently observed.

The main difference is the greatly

reduced use of the suspension in abnormal texture.

Does
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this fact indicate a reduction in the number of cadences
in pieces in abnormal texture?

Possibly so; however, a

more likely solution lies in the frequently observed
technique of reducing the number of sounding voices at
many internal cadences„

Composers writing a section in

six parts quite frequently used cadence-points as oppor
tunities to introduce variety of texture by reducing the
number of parts, at the same time making the voice with
the suspension more clearly audible and investing the
cadence with greater formal significance (not to mention
frequently removing problems of doubling or of musica
ficta).

While such treatment is not consistent enough

to attain the status of either rule or convention, it is
certainly common enough to be noticeable.

At no point

in the research for this study was the reverse proce- •
dure— increasing the number of voice-parts from normal
to abnormal texture at cadence points— observed as a
consistent practice.

IV.

Suggestions for further research.

The fragmentary

and tentative nature of the research conducted for this
study is all too apparent to' the -writer.

In spite of the

many insights gained regarding the works and procedures
of the composers, questions still seem to outnumber an 
swers.

Some directions of research suggest themselves

in order to address some of the unanswered questions;
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they are listed below.
A,

Examination of complete works of composers.

It

is suggested that more data, similar in character and
scope to that in this study, he gathered for the complete
authenticated works of some of the composers represented.
Such an extensive study, utilizing computerized data from
this material, would give a more complete understanding
of the dissonance treatment in the writings of these com
posers.

One pitfall the computerized data would avoid is

the fact that similar instances separated by wide
stretches of time or space tend to be missed, even with
thorough cross-indexing.
The data thus gathered, since they would represent
the complete known works of the composer(s) in question,
could provide far more reliable statistics for the indi
vidual^) than the relatively small sampling employed
here.
B.

Examination of doubtful works.

With the data

referred to above, it should be possible to examine
opera d.ubla to see if tendencies and procedures found
therein tend to support or negate authorship by the
composer in question.

Naturally, dissonance treatment,

like other stylistic factors, is not sufficient by it
self to establish authorship.

Many composers use similar

techniques and even share personal mannerisms.

There is

also the element of imitation of one composer by another,
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either as a learning exercise or as a tribute.

However,

it may be reiterated that no two composers in this study
■wrote in exactly the same way, and that any dubious work,
examined thoroughly in light of the findings herein con
tained and any yet to be made, will show clues to its au
thorship— clues which would tend to support or refute an
ascription.

While evidence from dissonance treatment

cannot regarded as conclusive, it should not be ignored.
C.

Meter and Tempo.

The question of notated men

sural or proportional signatures as related to perform
ance tempo needs to be studied in much greater depth.
At a time of increasing attention to performance prac
tice in all periods of music, t.he question of tempo in
late fifteenth- and early sixteenth-century music is of
considerable importance.

Findings in the present study

show that while some signatures were apparently used
quite consistently to mean one tempo, others could be
used in various ways.

The question of basic (integer

valor) tempo has not yet been definitely settled, let
alone its relation to such meters as 0 or 0,

Dissonant

note values (and note values in general), combined with
the notational signs for the meter, appear to be excellent
indicators of good basic tempo ranges for specific works,
if the signs are carefully read.
D.

Diminished sonorities.

The tacit assumption of

most authorities that the diminished sonority was gener-
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ally accepted in the period under discussion needs to "be
explored more thoroughly.

Musica flcta in general is

still the subject of a great deal of discussion regarding
music of the period.

The area most basic to a considera

tion of dissonance treatment is the matter of the doubleleading-tone cadence.

If (as seems likely, at least from

reading the theorists) the diminished sonority is still
seen as a dissonance, then presumably ways to avoid it
were sought by both composers and performers.

If this

supposition be true, then modern editors who try to elimi
nate every melodic tritone even when several notes inter
vene should pay more attention to the harmonic ones which
aroused Tinctoris's ire and scorn.

Certainly, in light

of the findings in this study, the issue is far from
dead.

The assumption, from the fact that double-leading-

tone cadences were not notated in this period, that they
therefore no longer existed, is not warrantable without
further evidence.
E.

Metric placement of dissonances prior to 147 5.

The aspect of rhythmic placement of dissonance prior to
Tinctoris*s treatise could profitably be explored, in
order to determine whether his rules actually derive
from then-current practice or whether he made them up
for his own purposes.
F.

Metric placement of dissonances after' 1 520.

The

mensurations dealt with by Tinctorls were not those used

with greatest frequency in the period after 1520„

How

ever, the signature in use for most works after 1520

(0) has a metric structure similar to that for one of
the integer valor
treatise.

mensurations used by Tinctoris in his

Exploration of the usage of later composers in

music employing this signature would be useful in order
to see how long the dissonance placement prescribed by
Tinctoris remained as that most frequently found.

APPENDIX

The Appendix is organized into two sections*

a

list of sources, and a list of works0
The sources listed on the following pages are
manuscripts and prints from the fifteenth and sixteenth
centuries.

Modern printed sources, with slgla used for

citations, are given in the Bibliography which follows
the Appendix.

In the listing below, manuscripts'1'are

given first, in alphabetical order by city.
then listed in chronological order.

Prints are

The left column

shows the siglum by which the source is identified else
where in the dissertation (including the list of works).
The center column contains the full identification of
the source.

In the right column are the names of com

posers whose works from the source are Included in the
list of works which forms the second section of this Ap 
pendix.

The number after the composer’s name indicates

the number of works by that composer from the source
which are entered in the list of works.

^"Included among the manuscripts are any prints
for which the date and publisher are unknown.
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LIST OF SOURCES
The following list of sources includes all sources
cited for any work included in the list of works which
constitutes the second part of the Appendix.
Siglum

Identlfication

Composers
and Works

Annaberg 1126

Annaberg-Buchholz, Erzge
birge, Library of Kirchgemeinde S t 0 Annenr Ms. 1126

Obrecht 1

Annaberg 1248

Annaberg-Buchholz, Erzge
birge, Library of Klrchgemeinde St. Annen; Ms. 1248

Agricola 1

Augsburg 7

Augsburg, Staats- und
Stadtbibliothek, MS Tonkunst Schletterer 7 (=
Schlett KK #31)

Isaac 2

Augsburg 23

Augsburg, Staats- und
Stadtbibliothek, MS Tonkunst Schletterer 23

Isaac 1

Bale 23

Bale, University Library?
KK III, 23a-d (undated
print; four partbooks)

Obrecht 1

Berlin 40013

Berlin, Staatsbibliothek
der Stiftung Preussische
Kulturbesitz, MS 40013

Isaac 1
Josquln 1
Prioris 1

Berlin 40043

Berlin, Staatsbibliothek
der Stiftung Preussische
Kulturbesitz, MS 40043

Josquin 1

Berlin 40091

Berlin, Staatsbibliothek
der Stiftung Preussische
Kulturbesitz, MS 40091
(now at Marburg?)

Divitis 1
Silva 1

Bologna Q19

Bologna, Civico Museo Bibliografico Musicale, MS
Q19 ("Rusconi Codex"),

Mouton

1518
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Bologna Rl42

Bologna, Civico Museo Bibliografico Musicale (Conservatorio G, B. Martini)
MS R142 (tenor partbook)

Josquin 4

Breslau 5

Breslau, Stadtbibliothek,
Ms Mus V

Josquin 2

Breslau 6 (or
8 , or 15)

Breslau, Stadtbibliothek,
Ms Mus VI (or VIII or XV—
citation incomplete in
ShineM)

Mouton 1

Brussels IV.922 Brussels, Bibliotheque
Royale, Ms. IV.922 "Occo
Codex”

Anonymous 1
Divitis 1
Forestir 1

Brussels 215

Brussels, Bibliotheque
Royale, Ms, 215-216

Pipelare 1

Brussels 228

Brussels, Bibliotheque
Royale, Ms. 228

Josquin 1
La Rue 1

Brussels 6428

Brussels, Bibliotheque
Royale, Ms. 6428

Isaac 1
La Rue 1

Brussels 9126

Brussels, Bibliotheque
Royale, M s . 9126

Agricola 2
Josquin 3

Brussels 15075

Brussels, Bibliothlque
Royale, Ms. 15°75
Cambrai, Bibliotheque Municipale, Ms. 3

La Rue 1

Cambrai 4

Cambrai, Bibliotheque Mu
ni cipale, Ms. 4

Fevin 1
Mouton 1

Cambrai 18

Cambrai, Bibliotheque de
la ville, Ms. 18

Prioris 1

Cambrai 124

Cambrai, Bibliotheque Municipale, Ms. 124

Divitis 1
Richafort 1

Cambridge 40

Cambridge, Peterhouse MSS
40, 41, 31, 32

Alwood 1
Ashewell 2
Jones 1
Knyght 1
Ludford 3
Pygot 1

Cambridge 667

Cambridge, Caius College,
Ms. 667 (The Caius College
Choirbook)

Ludford 5

Cambridge 1760

Cambridge, Magdalen Col
lege, Ms. Pepys 1760

Gascongne 1

Cambrai 3

Divitis 1
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CasaleM L

Casale Mcnferrato, Biblioteca del Seminario Vescovile, Ms. L

Champion 1

Coimbra 2

Coimbra, Biblioteca Gene
ral da Universidade M.M.2

Bauldeweyn 1
Mouton 1

Copenhagen I872

Copenhagen, Det Kongelige
Bibliotek, Gl. kgl. Sami,
I872, 40

Josquin 1 (=
Eckel)

Dresden 5

Dresden, Landesbibliothek,
Sammlung Glashtttte V

Josquin 2

Dresden 7

Dresden, S&chsische Land
esbibliothek, Depositum
Pirna, Chorbuch Pirna VII

Senfl 1

Dresden 50

Dresden, Landesbibliothek,
Sammlung Lttbau, Ms. 50

Josquin 1

Edinburgh I .7

Edinburgh, University Lib anonymous
Carver 3
rary, Ms. Dbo 1.7 ("Lunkeld partbooks") (alter-,
nate designation Ms. 5.1.15)

Eton 178

Eton College, Ms, 178
(The Eton Choirbook)

Browne 5
Kellyk 1
Lambe 1
Sturton 1
Sutton 1
Wylkynson
Davy 2

Florence
II.I.232

Florence, B. Biblioteca
Nazionale Centrale, Ms.
II.I.232 (Magliabecchi cl,
XIX, 58)
Florence, Opera del Duomo,
Archivio Musicale, Cod. 27

Isaac 1
Josquin 1

Florence 27

Genet 2

Gotha A 98

Gotha, Landesbibliothek,
Codex Gothanus Chart,, A 98

Josquin k

*s-Hertogenbosch 72C

's-Hertogenbosch, Archief
de Illustre Lieve Vrouwe
Broederschap, Ms. 72C

Mouton 2

Jena 2

Jena, UniversitAts-Bibliothek, Chorbuch 2

Fevin 1

Jena 4

Jena, Universit&ts-Bibliothek, Chorbuch ^

Jena 5

Jena, Universitats-Bibliothek, Ms. 5

Divitis 1
Fevin 1
La Hue 1
Mouton 1
La Rue 1
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Jena 7

Jena, Universit&ts-Bibliothek, Ms. 7

Prioris 1

Jena 20

Jena, Universitats-Bibliothek, Chorbuch 20

La Rue 1
Pipelare 1
Prioris 1

Jena 22

Jena,. Universitats-Bibliothek, M s . 22

Agricola 2

Jena 33

Jena,. Universitats-Bibliothek, Chorbuch 33

Isaac 1
Rener 1

Jena 36

Jena, Universitats-Bibliothek, Chorbuch 36

Isaac 2

Kassel 2k

Kassel, Landesbibliothek,
Ms 0 Mus. 2k

Champion 1
Josquin 1

Kassel 38

Kassel,. Landesbibliothek,
ko Mus. 38

Coppini 1
Josquin 1

Lambeth 1

London, Archiepiscopal Li
brary, Ms. 1 (Lambeth
Choirbook)

Ludford 2
Sturton 1

Leiden 862

Leiden, Gemeente-Archief,
Ms. Mus. 862

Josquin 2

Leiden 863

Leiden, Gemeente-Archief,
M s 0 Mus. 863 (=Chorbuch C)

Josquin 1
Rlchafort 1

Leipzig 49

Leipzig, UniYersitatsbibliothek, Ms. Thomaskirche
A9

Josquin k
Senfl 1

Leipzig 51

Leipzig, Bibliothek der'
Thomaskirche, Ms. 51

Agricola 1
Josquin 1

Leipzig 1494

Leipzig,. Universitatsbibliothek, Ms. 1494

Isaac 1

Marburg/Lahn

see Berlin 40091

Milan 2267

Milan, Archivio Musicale
Coppini 1
del Duomo, Ms. 2267 (alterr
nate citations Milan,. Ven.
Fabbrica del Duomo, N. 2267 »
Liber Capelle F. Gafori,
Vol. 30)

Modena 3

Modena, Biblioteca del
Duomo (ArchiYio Capitolare), M s „ III

Genet 3

Modena 4

Modena, Biblioteca del
Duomo (Archivio Capitolare), M s . IV

Brumel 1
Pogliani 1
Isaac 1
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Modena 9

Modena, Biblioteca del
Duomo (Archivio Capltolare), Ms. IX

Mouton 1
Richafort 2
Verdelot 2

Modena 10

Modena, Biblioteca del
Duomo (Archivio Capitolare), M s . X

Richafort 1

Modena 455

Modena, Estense MS lat,
4 55 (MI.12)

Anonymous 1

Munich 1

Munich, Bayerische Staats
bibliothek, Mus. Ms. 1

Brumel 1

Munich 5

Munich, Bayerische Staats
bibliothek, Mus. Ms. 5

Bauldeweyn 1

Munich 6

Munich, Bayerische Staats
bibliothek, Mus. Ms. 6

Anonymous 1
Bauldeweyn 1
Divitis 1

Munich 7

Munich, Bayerische Staats
bibliothek, Mus. Ms. 7

Fevin 1

Munich 10

Munich, Bayerische Staats
bibliothek, Mus. Ms. 10

Senfl 1

Munich 12

Munich, Bayerische Staats
bibliothek, Mus. Ms. 12

Josquin 1
Senfl 2

Munich 31

Munich, Bayerische Staats
bibliothek, Mus. Ms. 31

Isaac 22

Munich 34

Munich, Bayerische Staats
bibliothek, Mus. Ms. 34

Bauldeweyn 1
Obrecht 1
Vinders 1

Munich 3^

Munich, Bayerische Staats
bibliothek, Mus. Ms. 36

Senfl 2

Munich 38

Munich, Bayerische Staats
bibliothek, Mus. Ms. 38

Senfl 1

Munich 39

Munich, Bayerische Staats
bibliothek, Mus. Ms. 39

Isaac 3

Munich 4l

Munich, Bayerische Staats
bibliothek, Mus. Ms. 4l

Josquin 1

Munich 46

Munich, Bayerische Staats
bibliothek, Mus. Ms. 46

Richafort 1

Munich 260

Munich, Bayerische Staats
bibliothek, Mus. Ms. 260

Josquin 1

Munich 401

Munich, Universitatsbibliothek, Art, 401, Ms ap-pendix, first series, Nos.

Bauldeweyn 1
Josquin 3
Senfl 2

20-21
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Munich 510

Munich, Bayerische Staats
bibliothek, Mus. Ms. 510

Mouton 1

Munich 1538

Munich, Bayerische Staats
bibliothek,' Mus . Ms. 1538

Josquin

Munich 315^

Munich, Bayerische Staats
bibliothek, Mus. Ms. 315^

Agricola 1

Oxford 21

Oxford, Bodleian Library,
MS Mus. e. 21

Sadler 1

Oxford 378

Oxford, Bodleian Library,
MSS Mus. Sch. e. 376-81

Alwood 1
Ashewell 2
Aston 1

Padua A 17

Padua, Library of the Ca
thedral , M s . A 17

Anonymous 3
Moulu 1
Verdelot 1

Regensburg 098

Regensburg, Bischftfliche
Zentralbibliothek, Abteilung Proske, Codex C98

Obrecht 1

Regensburg 211

Regensburg, Bischttfliche
Zentralbibliothek, Abteilung Proske, Mss. 211-215

Finck 3
Froschius 1

Regensburg 786

Regensburg, Bischttfliche
Zentralbibliothek, Abteilung Proske, Mss 786/837

Josquin 1

Regensburg 887

Regensburg, Bischttfllche
Zentralbibliothek, Abteilung Proske, Hs„ A. R.
887-890

Senfl 1

Rome 2

Rome, Biblioteca Vallicelliana, Ms. Vail. S. Borr.
E. II

Josquin 1

Rome XII

Rome, Capella Giulia,
Ms. XII

Josquin 1
Willaert 1

Rome X I I ,5

Rome, Capella
Ms. XII,5

Festa 7
Genet 4

Rome X V ,36

Rome, Capella Giulia,
Ms. XV,36

Festa 1.

Rome 16

Rome, Biblioteca Apostolica Vaticana, Capella Sistina, Ms. 16

Josquin 2
Willaert 1

Rome 18

Rome, Biblioteca Apostolica Vaticana, Capella Sistina, Ms. 18

Festa 7

Giulia,

599
Rome 20

Rome, Biblioteca ApostoFesta 1
lica Vaticana, Capella Sistina, Cod. 20

Rome 21

Festa 2
Rome, Biblioteca Apostolica .Vaticana, Capella Sistina, Ms. 21

Rome 23

Rome, Biblioteca ApostoAgricola 2
lica Vaticana, Capella Sis- Josquin 1
Prioris 1
tina, Ms. 23

Rome 24

Rome, Biblioteca ApostoJosquin 2
lica Vaticana, Capella Sistina, Ms. 2k

Rome CS 26

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 26

Rome M 26

Rome, Santa Maria Maggiore, Josquin 2
Archivium Liberianum,
Codex 26

Rome 38

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 38

Josquin 2
Mouton 1
Silva 1
Verdelot 1

Rome 4l

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 4l

Josquin 1
Ockeghem 1

Rome k2

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 42

Agricola 1

Rome 44

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 44

Agricola 1
Escribano 1

Rome k5

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 45

Silva 1

Rome k6

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 46

Anonymous 2
Festa 1
Mouton 1
Willaert 1

Rome 55

Rome, Biblioteca Aposto
ll ca Vaticana, Capella
Sistina, Ms. 55

Consilium 1
Moulu 1
Silva 2

Rome 55-60

Rome, Biblioteca Vallicelliana, Ms. S. Borr. E. II,
55-60

Josquin 2
Silva 2

Festa 1
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Rome 57

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 57

Bauldeweyn 1

Rome 63

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 63

Ockeghem 1

Rome 64

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms, 64

Festa 1

Rome 160

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 160

Forestir 1
Isaac 1

Rome 163

Rome, Biblioteca Apostolica Vaticana, Capella
Sistina, Ms. 163

Rome 234

Rome, Biblioteca Aposto
ll ca Vaticana, Chigi
CVIII, 234

Agricola 1
Anonymous 1
Isaac 1
La Rue 1
Ockeghem 1

St. Gall 463

St. Gall, Stlftsbibliothek, Ms. 463

Isaac 1
Josquin 1
Mouton 1

St. Gall 464

St. Gall, Stiftsbibliothek, Ms. 464

Isaac 1

Segovia

(Segovia, an unnumbered
manuscript— see AnglesM)

Obrecht 3

Stuttgart 25

Stuttgart, Landesbiblio
thek, Cod. mus. Nr 25

Josquin 1

Stuttgart 27

Stuttgart, Landesbiblio
thek, Cod. mus. Nr 27

Bauldeweyn 1

Stuttgart 28

Stuttgart, Landesbiblio
thek, Cod. mus. Nr 28

Finck 1

Stuttgart 36

Stuttgart, Landesbiblio
thek, Cod. mus. Nr 36

Josquin 1

Stuttgart 43

Stuttgart,. Landesbiblio
thek, Cod. mus. Nr 43

Senfl 1

Toledo 10

Toledo, Catedral, Biblio
teca Capitolar, Libros de
facistol, Ms. 10

Josquin 1

Toledo 21

Toledo, Catedral, Biblio
teca Capitolar, Libros de
facistol, Ms. 21

Josquin 1

* Genet 1
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Toledo 33

Toledo, Catedral, Biblio
teca Capitolar, Libros de
facistol, Ms. B.33

Bauldeweyn 1

Trent

Trent, Castel del Buon
Consiglio, Mss. 87-93
(Trent Codices)

Anonymous 3

Treviso 30

Treviso, Archivio Musicale
del Duomo, Ms. 30 (de
stroyed by air raid and
fire, 19*^)

Bauldeweyn 1

Verona 218

Verona,. Biblioteca Capitolare, Sammlung Societa
Accademica Filarmonica,
Ms. 218

Consilium 1
Josquin 2
Moulu 1
Mouton 2
Verdelot 1

Verona 755

Verona, Biblioteca Capitolare, M s . DCCLV

Tinctoris 1

Verona 756

Verona, Biblioteca Capitolare, Ms. DCCLVI

Agricola 1

Vienna 1-12

Vienna, Nationalbibliothek, MSS 1-12

Barbireau 1

Vienna 1783

Vienna, Nationalbibliothek, Ms. 1783

Agricola 2

Vienna 11883

Vienna, Nationalbibliothek, Ms. 11883

Anonymous 2
Carlir 1
Notens 1 (?)
Sticheler 1

Vienna 15^97

Vienna, Nationalbibliothek, S. m. 15^97

Fevin 1

Vienna 18825

Vienna, Nationalbibliothek, Ms. 18825

Agricola 1

Vienna 192*1-2

Vienna, Nationalbibliothek, Ms. 192*^2

Finck 1

Weimar B

Jena, Universitatsbibliothek, M s . Weimar B

Prioris 1

Wolfenbtlttel A

Wolfenbtlttel, Herzog A u 
gust Bibliothek, Ms.
A. Aug. Folio

Festa 1

Wolfenbtlttel 2

Wolfenbtlttel, Herzog A u 
gust Bibliothek, Codex
Guelf, A. Aug. 2°

Bauldeweyn 1

Wroclaw 98

Wroclaw (=Breslau), Stadt Pipelare 1
bibliothek, Ms. 98 (lost in
World War I I )
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Wroclaw 4-28

Wroclaw, Biblioteka Uniwersytecka, Cod. I F. 428

Isaac 1

Zwickau 16

Zwickau, Ratsschulbibliothek, Ms. 16

Finck 3

Zwickau 81

Zwickau, Ratsschulbibliothek, Ms. 81

Senfl 1

Zwickau 94

Zwickau, Ratsschulbibliothek, Ms. 94

Josquin 1

PRINT 1501-1

Canti B numero clnquanta
(Venice, Petrucci, 1501)

Josquin 1

PRINT 1502-1

Motetti A numero trentatre . Josquin 1
A (Venice, Petrucci, 1502T.

PRINT 1502-2

Misse Josquin. (Venice,
Petrucci, 1502)

Josquin 1

PRINT 1504-1

Misse Alexandri Agricole
(Venice, Petrucci, 1504)

Agricola 4

PRINT 1505-1

Fragmenta Mlssarum (Ven
ice, Petrucci, 1505)

Agricola 2

PRINT 1505-2

Mlssarum Josquin Liber
Secundus (Venice, Pet
rucci, 1505 )
Motetti llbro quarto (Ven
ice, Petrucci,' 1505)

Josquin 1

PRINT 1506-1

Lamentatlones Jeremiae
Prophete Llbro Prlmo
(Venice, Petrucci, 1506 )

Tinctoris 1

PRINT 1514-1

Motetti de la corona.
Llbro primo (Venice.
Petrucci, 1514)

Brumel 1

PRINT 1515-1

Misse Joannls Mouton . . .
Liber primus (Fossombrone,
Petrucci, 1515)

Mouton 2

PRINT 1519-2

Motetti de la corona,.
Llbro quarto (Venice,
Petrucci, 1^19)

Bauldeweyn 2
Festa 1
Willaert 1

PRINT 1519-3

Motetti de la corona,
Llbro tertio (Venice,
Petrucci, 1519)

Josquin 2

PRINT 1520-1

Motetti Novi e Chanzonl
Franclose a Quatro sopra
Dei (Venice, Antico, 1520)

Prioris 2

PRINT 1505-3

Obrecht 1
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PRINT 1520-4

Liber selectarum cantlonum auas vulgo Mutetas
appellant sex gulngue et
quatuor vocum (Augsburg,
Grimm & Wyrsung, 1520)

Isaac 1
Josquin 2
Senfl 1

PRINT 1522-1

Mlssarum decem a clarlsslmls muslcis composltarum
nec dum antea exceptis
tribus aeditarum. Liber
primus (Rome, G. Giunta,

Divitis 1

PRINT 1528-1

Chansons et motets en ca
non a quatre parties sur
deux (Fragment; now at
Eichstatt Lit. 0 No. 3 8 )

Prioris 1

PRINT 1532-2

'Quintus liber tres mlssas
continet (Paris. Attalngnant, 1 5 3 2 )

Divitis 1

PRINT 1532-3

Sextus liber (mlssarum)
(Paris, Attaingnant, 1532)

Richafort 1

PRINT 1532-4

Liber Lamentatlonum Hleremlae Prophetae .(Avignon.
Jean de Channey, 1532)

Genet 1

PRINT 153^-1

Liber tertiusi viglnti musicales quinque. sex, vel
octo vocum motetos (Paris.
Attaingnant, 1534)

La Rue 1
Mouton 2

PRINT 1534-2

Liber sextus XIII. quinque
ultlmorum Magnificat con
tinet (Paris. Attaingnant.

Divitis 1

I5WT

PRINT 1534-3

Liber octavus XX. muslcales Willaert 1
motetos quatuor. quinoue
vel sex vocum modulos habet
Paris, Attaingnant, 1534)

PRINT 1534-4

Liber declmus: Passiones
Divitis 1
domlnlce in ramis palmarum
veneris sanctl . . . (Paris
Attaingnant, 153^)

PRINT 1535-1

Liber Canticl Magnificat
Genet 4
Omnium Tonorum Authore Carpentras (Avignon, Jean de
Channey, 1535)

PRINT 1535-2

Liber hymnorum usus Romae
Genet 2
ecclesiae Authore Carpentras
^Avignon, Channey, 1535?)
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PRINT 1535-4

Liber duodeclmus t X V I I musicales ad virginem christlparam salutatlones habet
(Paris, Attaingnant, 1535)

PRINT 1537-1

Novum et lnsigne o p u s muBruck 1
sioum, sex, quinque et qua- Josquin 2
tuor vocum, cuius in GerSenfl 3
mania hactenus nihil simile
usquam est edltum (Ntirnberg,

Ott, 1537)

Silva 1

.

PRINT 1537-2

Musicae, id est Artis canendi llbrl duo (Ntirnberg;
So He y d e n , author; 1537)

Agricola 1

PRINT 1538-1

Secundus tomus Novi Operis Josquin 1
Muslci (Ntirnberg, Ott, 1538)

PRINT 1539-1

Mlssae tredeclm quatuor
vocum a praestantlss 0 arti f 1 c1 b . compos1 tae (Nttrnberg, Ott, 1539)

PRINT 154-0-1

Selectisslmae necn o n faJosquin 1
mlliar i s s l m a e Cantiones
(Augsburg, K r e i s s t e i n , 1540)

PRINT 154-2-2

Tomus tertius Psalmorum
Champion 1
selectorum quatuor et
Josquin 1
quinque et quldam plurlmum Ockeghem 1
vo cum (Ntirnberg, Pe trelus,

Bauldeweyn 1
(attr# Josquin)

15Z2J
PRINT 1542-10

Adrianl Willaert mus1corum Willaert 1
omnium qui hactenus et
nostro 0 o . (Venice.
Gardane, 1542)

PRINT 1542-12

Sacrorum hvmnorum liber
primus (Wittenberg, Rhaw,

Anonymous 1
Rener 1

PRINT 1544-1

P o s t r e m u m V e s p e r t i n i O pus
(Wittenberg, Rhaw, 1544)

Pipelare 1

PRINT 1544-2

Hundert und funffzehen
Anonymous 1
ter
newer
Lledlein
.
.
.
gu
Ntirnberg, Ott, 1544)
(N

PRINT 1545-1

Cantiones septem. sex, et
quinque vocum. ed. Slgismund Salmlnger (Augsburg,
Kreisstein, 1545)

rwr

Bauldeweyn
Josquin 1

1
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PRINT 1545-2

Concentus 8 . 6 . 5. & 4
Finck 1
vocum omnium .lucundlssime. J a c o t i n 1
Ed. Slgls. Salbllnger . . .
(Augsburg, Uhlhard, 1545)

PRINT 1545-3

Secundus tomus biclnlorum
1
(Wittenberg, Rhaw,

Prioris 2

TWJT
PRINT 1546-2

Liber tertius Mlssarum
quatuor vocum (Antwerp,
Susato, 1546)

Mouton 1

PRINT 1553-1

Fabro, Gregorio, Practicae Erotematum Libro II
(Basel, H. Petri, 1553)

Brumel 1

PRINT 1554-1

Magnificat. Tuttl gll otto
tonl, a quattro vocl. Com
pos ta de Constantly Festa.
(Venice, Scotto, 1554)

Festa 7

PRINT 1554-2

Bvangella Dominicorum . . . J o s q u i n 1
(Ntirnberg, Montanus und
Neuber, 1554)

PRINT 1555-1

Choralis Constantinus III. I s a a c 3
(Ntirnberg, Formschneider,
1555)
Josoulnl Pratensls. Musicl J o s q u i n 1
Praestantissimi . . . modu
li. ex sacris literls dilecti . .
(Paris, le Roy
and Ballard, 1555)

PRINT 1555-2

PRINT 1555-3

PRINT 1555-4

Tertius tomus Evangellorum L a R u e 1
(Ntirnberg, Montanus und
Neuber, 1555)
Ioannls Mouton sameracenMouton 4
sis musloi praestantissimi
selectl aliquot moduli . .
Liber Primus (Paris, le Roy
and Ballard, 1555)

PRINT 1558-4

Novum et inslgne Onus Mu
si cum, sex, quinque, et
quatuor vocum (Ntirnberg,
Montanus und Neuber, 1558)

Josquin 1

PRINT 1564-1

Thesaurus Musious . . .
Tom, primi (Ntirnberg, Montanus und Neuber, 1564)

Josquin 2
Mouton 2

6 0

6

PRINT 156^-2

Thesauri muslcl, tomus ter- Josquin 2
tius (Ntirnberg 1 Montanus
und Neuber, 156^)

PRINT I 5 6 9 -I

Beatl omnes. Psalmus
CXXVIII Davidis (Ntirnberg,
U. Neuber, 1569)

Champion 1

LIST OP WORKS
Thefollowing

list of worksincludes (1)

pieces which were analyzed

those

in thisstudy (indicated by

number at left) and (2 ) all other works in more than five
parts possibly dating from 1521 or earlier which could be
found, even by reference, by the writer.

Representative

sources are given for each work, but the citation of a
source does not necessarily mean that it was perused for
this study.
The list of works is organized alphabetically by
composer.
lows*

Information about composers is given as fol

name (last name first), birth and death dates (if

kn'owh), nationality, and grouping within this study.
Entries for composers whose works were not analyzed for
this study are given in parentheses.
For the works, the following information is given*
(1)

A number preceding the title indicates that the

work was analyzed for this study.
given in full.

(3)

(2)

The title is

If applicable, the sections analyzed

are itemized; for each, the mensuration and number of
voices is given.

(5)

Some sources for each work are
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given.

The s o u r c e s a r e a r r a n g e d in two columns,

l e f t - h a n d c o l u m n l i s t i n g m o d e r n editions,

the

a n d the r i g h t -

hand column listing fifteenth- and sixteenth-century
sources.

Listed first

(if the w o r k was a n a l y z e d )

s ou r c e u s e d b y the p r e s e n t writer;
asterisk.

it is i n d i c a t e d by a n

I n cases wh e r e m o r e t han one s o u r c e was used,

all suc h sources a r e p r e c e d e d by a n aste r i s k .
where

is the

I n cases

the s o u r c e u s e d for a n a l y s i s was a m o d e r n p r i n t e d

edition,

the p r i n c i p l e source(s) u s e d by the e d i t o r of

the m o d e r n s o u r c e
p os i t e

(assuming such is known)

the l i s t i n g of the m o d e r n source.

sources a r e l i s t e d by sigla,

is l i s t e d o p 
Modern printed

identifications

of w h i c h

a r e fo u n d in the B i b l i o g r a p h y f o l l o w i n g this A p p e n d i x .
M a n u s c r i p t s a n d e a r l y p r i n t e d sources a r e a l s o l i s t e d by
sigla,

the i d e n t i f i c a t i o n s

of w h i c h hav e b e e n l i s t e d in

the first s e c t i o n of the A p p e n d i x .
a t t r i b u t e d in the source,

I f the w o r k is not

the i n d i c a t i o n

(anon) a p p e a r s

a f t e r the s i g l u m ; if a n i n d i c a t i o n o t h e r t h a n the c o m p o 
ser's l ast n a m e appears,

it is g i v e n in p a r e n t h e s e s .

The l i s t of sou r c e s is n o t m e a n t to be e x haustive;
its p u r p o s e is to s h o w

(1 ) w h a t source(s)

teri a l for the p r e s e n t study,

and

s e n t a t i v e sou r c e s f r o m as close
ti o n as possible.

supplied m a 

(2 ) one or m o r e r e p r e 

to the time of c o m p o s i 
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Agricola, Alexander (1*146-1506), Netherlands composer
(middle period).
1.
2.
3„

4.

5.

6.

7.

Missa Paschalis: Sanctus . . . Sabaoth (4v; C2 in
3 voices, 02 in the other)
jOsanna I (4v, 03)
Osanna II (4v, C2)
*LernerS II, 2 6 8 - 2 7 4 ; 276-279
Vienna 1783
*Agric00 II, 1
Jena 22
Verona 756 (anon)
Magnificat I toni (short version): xii, Sicut erat
(4v; 0 in 3 voices, S in the other)
*LernerS III, 222
Annaberg 1248 (anon)
*Agric00 III, 34
Brussels 9126
(Allexander)
Regina coeli laetare:
(4v; (0 )3 )
*LernerS III, 63
*Agric00 IV, 7

Vienna 18825
Munich 315^ (anon)
Rome 42 (anon)

Magnificat II toni: iii.' Quia respexit (4v; 0 In 3
voices, 02 in the other)
*LernerS III, 179
Rome 44
*Agric00 III, 41
Missa

In myne zyn:
(4v, 03)
*LernerS I, 19^
*Agric00 I, 105

8 0 Missa

Je ne demande:
* L e m e r S I, 69
*Agric00 I, 34

9.

Pars II (Alleluia only)

Gloria: Cum Sancto Spiritu
Brussels
Rome 234

9126

Kyrie I (4v, 0)
Rome 23
PRINT 1504-1

Secundi toni:
Credo: Confiteor . . . peccatorum (4v,. °)
Q
1 0 . -----: Sanctus:‘•'Osanna (4v, 3 )
*LernerS II, 3 8 9 . 4-06
PRINT 1504-1
*Agric00 II, 47
11.

Missa

Credo Vilayge:

(4v, 0)

*LernerS II,
*Agric00 II,

Et in Spiritum . . „ ecclesiam

417
114

PRINT

1505-1

12.

Credo Je ne Vis Oncques I: Patrem . , , factus est

13.

-----, Cruelfixus (3v, 0)
*LernerS II, 422
*Agric00 II, .94

(4v, 0)
PRINT

1505-1
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Agricola (cont.)
14-. Missa Primi toni*
Credo*
1 5 ,-- -----, Crucifixus (4v, C)
*LernerS II, 321
AgricOO II, 23
16,
17,
18,
19,

Patrem . , • sunt (4v, 0)
PRINT 1504-1

Missa Le Serviteur*
Christe eleison (4v, 0)
-----* Gloria* Et in terra , . ,omnipotentem
(4v, 0 )
-----:
sQui tollis (4v, C)
-----* Credo (first section)
(4v* 0 in 3 voices,
0 in the other)
*LernerS I, 2
Rome 23
*Agric00 I, 1
PRINT 1504-1
Vienna 1783
Jena 22 (anon)
PRINT 1537-2
(Christe I only)

Alwood, Richard (fl. c, 1500?), English composer (middle
period).
1,
2,
3,

Missa Praise him praiseworthy* Gloria (first section)
(6 v, 0)
-----j Gloria (second section) (6v, 0)
-----, Agnus Dei III (6 v, 0 with 5-minim units)
*BergsE, 1, 2, 56
Oxford 376
Cambridge 40

(Anonymous Works)
Ascendo ad Patrem (6v)
Rome 46
Ave rosa speciosa (6 v)
Rome 234
Beati omnes (2 partes, both 6v, 0)
PubAPTM III, 3^9
PRINT

15^-2

Benedicta sit Sancta Trinitas (6v)
LoyanC, 77
Trent
Gloria (6 v)
LoyanC, 28

Trent

Hec est domus Domini (6v)
Padua A 17
In Gotes namen faren wir— Ave mundi spes Maria
(8v, 0 )
DenT&, v 0 1^-15
Trent
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Anonymous (cont.)
Missa Felix namque (6v, of which 5 are extant)
M u s B XV, 5S
Edinburgh 1,7
Missa Miserere michi Domine (8 v)
Munich 6
Missa Noch weth ic ein so scoen Joncfraw (^-7v)
Vienna 1 1 .883
Missa Paschale (4-6v)
Brussels IV.922
Puer quo natus est nobis (6v)
P a d u a A 17

Regina caeli (6v)
Rome ^6
Regina caeli (8 v; possible attribution to Joh.
Notens?)
Vienna

11.883

Regina dementissima virgo mater Christi (6v)
Padua A 17
St. Matthew Passion (6 v? Is this possibly the work
mentioned as having 8 voices in BukofzerB,
p. 1 8 1 ?)
Modena ^55
Veni

Creator— Komm heiliger Geisr (6 v, 0) (Pars I of
Rener's Q.ui baracletus? Not so listed in
E r b e D M XXI |

Ashewell,
1.
2 '.

3.

k,
5,
6,
7,
8,

73

PRINT 1 5 ^ 2 - 1 2

Thomas (d. 1518) English composer (middle
period)

Missa Ave Marias Gloria, section 1 (6v, 0)
------ — --- , section 2 (6v, ®)
— ---s ----- , section 3 (^vs 0 in 3 voices, C in one)
s.
, .section k (4v, 0)
„
-----;
f' section 5
two in 03, two in 0%)
-----j
1 Qui sedes (,6v; 0 in five voices, C in
the other)
-----, ----- 1 cum Sancto Spiritu (6 v; 0 in 5 voices,
<3 in the other)
-----: ------, Amen (6v; 0 in 5 voices, C in the other)
*EergsB., 6 l
_
Oxford 376
Cambridge 40
Missa Jesu Christe (6 v)
Oxford 376
Cambridge 40
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Aston, Hugh (c. 1480-after 1548), English composer
(late period)
1.
2.
3.
4*.
5.

Missa Vldete manus meas: Gloria, section 1 (6v, 0)
1
, Domine Deus (6 v, 0)
j ------- ,Qui tollis (4v, 0)
s Credo: Amen (6v, @)
* Agnus Del III, section 1 (6v, 0)
♦TudCM X, 39
Oxford 376

(Barbireau, Jacques,

1408-1491.

Netherlands composer,)

Missa Virgo parens Christi (5-9v)
BarbirO, 1
Vienna 1-12
This mass was not included in the works analyzed
for this study because the brief portions in which more
than five parts were sounding contain no dissonance.
Bauldeweyn, Noel (c. 1480-1530)» Netherlands composer
(late period)
1.
2.
3.
4-.
5.
6.
7„
8.
9.
10.
11.
12.

13 .

14.
1 ^

Exaltabo te: Pars I, section 1 (4v, 0)
(0)3.)
1 ------- , section 2 (4v,
» P6.rs.II, section 1 (3v, 0)
s ------ , section 2 (3v, (0)3)
*
, section 3 (3v,
0)
1
, section 4 (3v, (0)3)
1 pars III,
section 1 (4v,.jz!.)
, section 2 (4v,. (0)3)
j
, section 3 (4v,
0)
---- : -------, section 4 (4v, (0)3)
-----:
, section 5 (4v, 0)
---- 1 -------, section 6 (4v, (0)3)
section 7 (4v, 0)
♦GehreM IV, 1602
PRINT 1519-2(IV 1I 6 )
Quam pulchra es, Pars I (4v, C)
mmhhm

Pove

TT

f ilTT

^

♦GehreM IV, 1796
16.
17,

18.

19,

PRINT

1519-2 (IV:15)

Missa Quam pulchra ess Kyrie I (6v, C)
— --- : Sanctus: Osanna (6v, 0 3 )
---- : Agnus Dei I (-6v, 0)
---- , Agnus Dei II et III (6v, 0)
♦Munich 6 (anon)
Stuttgart 27
Toledo 33
Coimbra 2 (Gloria and Credo
incomplete)
Munich 5 (anon; sine nomine;
~ M. Quam pulchra es)
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Bauldeweyn (cont.)
Missa Da pacem (formerly attributed to Josquin)
(4-6v)
SmiJersW (Missen)
PRINT 1539-1
IV, 29
Ghor XX, 5
Missa Sine nomine (6 v)
Rome 57
Wolfenbtlttel 2°
Salve Regina (6 v)
Munich 34
Stabat virgo iuxta crucem— Tota pulchra es arnica
(6 v, quinta vox lacking)
Munich 401
Tu Domine universorum (6 v)
Treviso 30 (?— see
SparksMu)
PRINT 154-5-1
Browne, John (c. 1426-14-98), English composer (early
period)
1.
2,
3,
4.
5#

0 Maria, Salvatoris
,section
fsection
,section
fsection
*MusB X, 1

Mater, section 1 (8v, 0)
2(8v,0)
3(4-v,0)
4(8 v,0)
5(8 v,0)

0 Regina mundi clara (6 v)
MusB X, 72

Eton 178
Eton 178

Stabat iuxta Christ! crucem (6 v-)
MusB X, 64
Eton 178
Stabat mater (6v)
MusB X, 43

Eton 178

Stabat virgo mater Christi (6 v)
MusB X, 54
Eton 178
Bruck, Arnold van (c. 14907-1554), German (?) composer
(Others, late period)
1.

Fortitudo Dei regnantis (6 v, 0)
*DenT0., v. 99 • P» 88
PRINT 1537-1
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Brumel, Antoine (fl. c. 1515)» Netherlands composer
(late period)
1.
2.
3.
4.

Missa Et ecce terrae motus* Kyrie I (12v, 0)
-x Christe eleison (12v,
0)
, Kyrie II (12v, 0)
: Gloria (last section) (12v, 03)
*BrumO III, 1
Munich 1

5.

Magnificat VIII toni: xii, Sicut erat (=Exemplum
octo modorum), first section (8v, 0)
1 section 2 (8v, 0)
f section 3 (8v, 0)
, section 4 (8v, 0)
*Brum0 VI, 48
PRINT 1553 (textlessj
attr. "Antonio
Brummel")
Modena IV (attr. in
later hand)

6.
7.
8.

9.
10.
11.

12.
13.
14.
15.
16.

Laudate Dominum: Pars I, section 1 (4v, 0)
1 ------ , section 2 (4v, 03)
1 ------ , section 3 (4v, 0)
> Pars II, section 1 (4v, 0)
j ------ , section 2 (4v, 03).
1 ------ , section 3 (4v, 0)
1 ------ , section 4 (^7 , 03)
------------ , section 5 (4v, 0)
*GehreM IV, 1669
PRINT 1514-1

Carlir,

(?) (fl. c. 1500?), Netherlands (?) composer
(late period)'

1.

Missa Sine nomine (=M. Salve sancta parens): Kyrie I
(4v, 0)
2.
: Christe eleison (4v, 0)
3o---- --Kyrie II (4v, 0)
4.
----- : Credo, section 1 (6 v, 0)
5 , — -—
, section 2 (6 v, 0)
6.
---------- , section 3 (6 v, 0)
7,
, ------- , section 4 (6 v, 0)
80
---------- , section 5 (6v, 0)
9„
x ------- , section 6 (6 v, 0)
1 0 . ---- x -------, section 7 (6 v,

o |)

1 1 . ---- « -------, section 8 (6v,

0)
^Vienna II 883
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Carver, Robert (c, 1487-after 1546), Scottish composer
(English group, late period)
1. 0 bone Jesu, section 1 (19^, 0 or 0)
2.
, sections 2 and 3 (19 v, 0 or 0)
3#
, section 4 (9 v, 0 or 0)
4.
, section 5 (8 v, 0 or 0)
5e
, section 6 (3v, 0 or 0)
6.
, section 7 » (19 ^, 0 or 0)
7.
f section 8 (19 v, 0 or 0)
8.
, section 9 (1 9 v, 0 or 0)
9«
, section 10 (19 v, 0 or 0)
1C,
, section 11 (19v, 0 or 0)
11,
, section 12 (3 -6 v, 0)
12.
, section 13 (19 ^, 0)
*CarverW, 1
Edinburgh 1,7
Mass for Six Voices
Edinburgh 1.7
Missa Dum sacrum mysterium (lCv)
Edinburgh I .7
Champion, Nicolas (d. 1533)? Flemish composer (Nether
lands group, late period)
1,

2,
3„

Beati omnes (6v, 0)
*ChamC, 106

*PRINT 1542-2 (Josquin)
PRINT 1569-1 (Champion)
Kassel 24 (2 voices
lacking)

Missa De beata virgine: Kyrie I (4v, 0)
-----, Christe eleison (4v, 0)
. Kyrie II (4v, 0)
*ChamC I, 38
CasaleM L

(Consilium, Johannes = Jean Conseil).
Netherlands 16thcentury composer. Works below were found too late
for inclusion in this study.
0 desolatorum consolator (6v)
Rome 55 (ms badly de
teriorated)
Tempus faciendum (7v)
Verona 218
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Coppini,

(Prate) Allessandro (c. 1460-1527), Italian com
poser (Others, middle period)

1, Hodie nobis caelorum Rex, Pars I (6 v, 0)
2 ,-- ----- * Pars II, section 1 (6v, j2)
3,
— _— . ----- f section 2 (6 v, (0)^)
4.
5.
6.

----- : ----- , section 3 (6 v, 0)
*MuFR II,
59
Kassel

38

Fiat pax in virtute tua, Pars I (4v, 0)
-----, Pars II (4v, 0)
*MuFR II,
52
Milan 2267

(Cornysh, William).

English composer, d. 1523.

Mass in 6 voices (mentioned in Kings College inven
tory of 1 5 2 2 , now presumed lost)
(Davy, Richard).

English composer, c. l467-c. 1516

Gaude flore virginali (6 v, incomplete)
MusB XII, 136
Eton 178
Salve Regina (6 v)
MusB X, 108

Eton 178

Divitis, Antonius (c. l475-c« 1526), Netherlands compo
ser. (late period)
1.
2.
3.
4.

Missa Gaude Barbara* Kyrie I (4v, 0)
: Christe eleison (4v, 0)
: Kyrie II (4v, 0)
: Agnus Dei III, section 1 (6 v, 0)

5.

----- * -----» section 2 (6 v, ($)|)
*NugeL II'. 1.
Cambrai 3
Cambrai 124

6.

Magnificat V tonl: xii, Sicut erat (4v, 0)
*NugeL II, 336
PRINT 1534-2

7.

Missa Quern dicunt homines:
*NugeL II,

8.

9.

69

Osanna (4v,

($)|)

Berlin 40091
PRINT 1522-1
PRINT 1532-2

Credo:
Patrem omnipotentem (6v, 0)
: Et incarnatus (6v, 0)
*NugeL II, 248
Munich 6
Jena 4
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Divitis (cent.)
Missa Fro defunctis (2-5v)
Brussels IV.922
(In HuysU this work is cited as having from
three to eight voices,, with the eight-part movement
being the Lux aeterna.
This movement is listed as
being in eight parts, of which four are in canon.
However, the movement is actually in four parts.,, and
the apparent canonic signs are merely slgna congruentiae.)
Gloria, laus et honor:
*NugeL II, 370

Pars IV Plebs Hebrae (6 v)
PRINT 1534-4

(Escribano, Juan). Spanish composer, 1480-1558.
The
work below was found too late for inclusion in this
study.
Magnificat (4-6 v)
Rome 44
Pesta, Costanzo (1490-1545), Italian composer (Others,
late period)
1.
2o
3.

Inviolata, Pars I (8v, 0)
----- , Pars II (8v, 0)
, Pars III (8 v, 0)
*Rome 46

4.
5.
6.

Missa De Domina nostra: Kyrie I (4v, 0)
: Christe eleison (4v, 0)
: Kyrie IT (4v, 0)
* Agnus Dei III (6 v, 0)
*FestaO I, 3?
Rome CS 26
Tribus miraculis (6 v)
GehreM IV, 1846
Missa Se congie pris:
FestaO I;,., 6 l

PRINT 1519-2
Agnus Dei (6 v)
Wolfenbtlttel A

Vidi speciosam sicut.columbam (6 v)
Padua A 17
Exaltabo te Domine (6 v)
Rome 20
Magnificat Primi toni:
FestaO II, 10

xii, Sicut erat (6 v)
Rome X I I ,5
Rome 18
PRINT 1554-1

Pesta (cont.)
Magnificat Secundi toni:
FestaO II, 21

xii, Sicut erat (6v)
Rome XII,5
Rome 18
PRINT 1554-1

xii, Sicut erat (6v)
Rome XII,5
Rome 18
PRINT 155^-1
Magnificat Quinti tonis xii, Sicut erat (6v)
FestaO II, 56
Rome XII,5
Rome 18
PRINT 155^-1
Magnificat Sexti toni: xii, Sicut erat (6v)
FestaO II, 68
Rome XII,5
Rome 18
PRINT 1554-1
Magnificat Tertii toni:
FestaO II, 33

Magnificat Septimi toni:
FestaO II, 80

xii, Sicut erat (6v)
Rome XII,5
Rome 18
PRINT 1554-1

Magnificat Octavi toni:
FestaO I I ,'96

xii, Sicut erat (6v)
Rome XII,5
Rome 18
PRINT 155^-1
Magnificat X. Tertii toni: xii, Sicut erat (6v)
FestaO II, 112
Rome X V ,36
Rome 21

Magnificat XI. Sexti toni: xii, Sicut erat (6v)
FestaO II, 120
Rome 21
Rome 64
Fevin, Antoine de (1474-1512), Netherlands composer
(middle period)
H CM C^Vd- 'Ovo

.
,
0

C^OO

,

Missa Super 0 quam gloriflca luce: Kyrie I (4v, 0)
:.Christe eleison (4v, jZJ)
1Kyrie II (4v, #)
: Gloria . . . Filius Patris (4v, 0)
Qul tollis (4v, jzJ)
,Credo . . , de caelis (4v, 0)
: -----:
Et incarnatus (3v, 0)
.Agnus Dei III (6v, $)
*ClinkC II, 284
Munich 7
Vienna 15497
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Fevin (cont.)
9.

Missa De Feria: Agnus Dei III (6 v, 0)
*ClinkC II, 119
Cambrai 4
Jena 2
Jena 4
Ascendens Christus in altum (6 v)
(EslavaL)
(Toledo ms, unspeci
fied in Grove)

Finck, Heinrich (1445-1527). German composer (Others,
middle period)
1,
2,
3„
4a
5„
60
7.
8.

9.

Missa In summis: Kyrie I (6 v, 0)
, Christe eleison (6 v, 0)
: Credo, breves 1-50 (7v, 0)
(breves 51-68 incomplete)
--------, breves 69-75 (7 v, t>)
(breves 76-92 incomplete)
,
,
breves93-150 (7v, 0)
,
,
breves151-156 (7v, (0)3)
j
,
breves157-1 67 (7^» 0)
i
,
breves168-224 (7 v, 0)
1 Sanctus:
Pleni sunt caeli (4v, 0)
*Chor, v, XXI
Stuttgart 28
*ErbeDM, v. 57. P. 17
0 Domine Jesu Christe:

Pars VII (6 v)
PRINT 1545-2
Vienna 19242
Regensburg 211
Zwickau 16 (altus
mlsslngj

Beati estis sancti Dei (6v)
Regensburg 211
Reple tuorum corda (7v)
Regensburg 211
Grates nunc omnes reddamus (6 v)
Zwickau 16 (altus
missing)
Huic oportet ut canamus (6 v)
Zwickau 16 (altus
missing)
Fogliani, Giacomo (early 16th c.), Italian composer
(Others, late period)
!□
2.

Magnificat VIII:
ii, Et exsultavit (4v, 0)
:xii, Sicut erat (6 v, 0)
*CrawfordV I I , 381
Modena
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Forestir, Mathurin (fl. c. 1500?), Netherlands (?) com
poser (middle period)
1,
2.
3„

Missa L'homme arme^s Credo 1 Et incarnatus est (3v;
0 and C simultaneously with 0 the controlling
mensuration)
---- s Osanna (6 v, j^3)
---- j Agnus Dei I (6 v, 0)
*Brussels IV.922
Rome 160

(Froschius, Jo.)

German (?) composer, dates unknown

Nesciens Mater (6v)
Regensburg 211 (is
date 1538)
Gascongne, Mathieu (fl. c. 1500?), Netherlands composer
(middle period)
1,

Ista est speciosa (12 v, J2?)(no text underlay in ms)
*BralthI V, 82
Cambridge 17 6 C

Genet, Elzear (=Carpentras) (c. 1470-15^8), French com
poser (late period)
1.
2.

3.
A.

Lamentationes Jeremiae IXs Sabbato sancto, Lectio
III, verse 3, Hereditas nostra versa est (4v,
0)
1
verse 8 , Servi domlnati sunt (6 v,j2)
, verse 9i Jerusalem (6 v, £)
*GenetO II, 83
Rome 163
PRINT 1532-4
Magnificat Tertii tonis
ii, Et exsultavit (4v, 0)
----- , xii, Sicut erat (6 v, $ ) (alternate setting)
*GenetO IV, #4
Rome XII,5
PRINT 1335-1
Modena 3
Magnificat IV tonis xii, Sicut erat (6 v)
vii, Deposuit potentes (alternate version)
(6 v)
GenetO IV, 75. 237
PRINT 1535-1
Rome XII,5
Florence 27
Magnificat V tonis
(6 v)
GenetO IV, 85

xii, Sicut erat (second setting)
PRINT 1535-1
Rome X I I ,5
Florence 27

620
Genet (cont.)
Magnificat VIII tonis xii, Sicut erat (second
setting)
(6 v)
GenetO IV, 125
PRINT 1535-1
Rome XII,5
Quae te vicit: verse 5> Tu esto nostrum gaudium
(6 v, 0)
GenetO III, 83
PRINT 1535-2
Modena 3 (anon)
Ave Maris Stella: verse 7» Sit laus Deo (6 v, 0)
GenetO III, 185
PRINT 1535-2
Modena 3 (anon)
Isaac, Heinrich (c. 1450-1517)» Netherlands composer
(middle period)
1.
2.

3.
4.
5.
6.
7.
8.
9.

Officium in Dedicatione S. Michaeli Archangeli:
Prosa: verse 1, Ad celebres (4v, 0)
*verse 2, Pangat canora (4v, 0)
:verse 3» Cum iam renovantur (4v, 0)
sverse 4, Novies distincta (4v, 0)
sverse 5* Inter primaeva (4v, 0)
verse 6 , Plebs angelica (4v, 0)
sverse 7> Vos 0 Michael (4v, 0)
jverse 9» Vos per aethra (4v, 0)
:verse 10, Quo in coaeva, section 1 (4v,

1 0 . ---- :

11.
12.
13.

14.

----- , section 2 (4v, 0)
♦IsaacC, 439
PRINT 1555-1

Officium in Festo Annuntiationis B„ Mariae Virginiss Sequentia: Fortem expediat, verse 1
(4v, 0)
sverse 2, Naturam superat (4v, 0)
jverse 3i Foras eiiciat (4v, 07)
sverse 4, Accede nuntia (4v, 0)

15.

*verse 5» Audit et suscipit (4v,

16.

:verse 6 , Qui nobis tribuat, section 1
(4v, «j)|)
section 2 (4v, 0)
PRINT 1555-1

17.

----- s
,
*IsaacC, 301

18.
19.
20.

Angeli, archangeli:
Pars I
(6v, 0)
Pars II, section 1 (6 v, 0)
-----: ----- , section 2 (6 v, (0)3)
♦Florence l i d . 232
♦Rome 234
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Isaac (cont.)
22.

C h r i s t ist e r s t a n d e n

(6 v, 0)
*Munich 31

23.

Commune

Confessoris*
S e q u e n t i a 2, A d l a udes
Salvatoriss verse 1 (4v, 0)
-1
verse 3» Hac die coelorum (4v, 0)
: verse 7, Ad tanti patris (4v, 0)
:
verse 8 , Pastor bone (4v, 0)
*
verse 9» In via nos, section 1 (4v, 0)

24.
25.
26.
27.

-—

28.

------

-----,

section 2 (4v, (0)\)

2 9 . '----- *

, section

3 (4v, 0)

30.

, section

4 (4v,

1

(0 )|)

31.

------

,

section 5 (4v, 0)

32.

------

,

section 6 (4v, ($)\

33o

34.

35.

36.
37.
38.

39.

1
, section
•“TsaacC, 222

7 (4v, 0)
PRINT 1555-1

Missa De Apostolis*
Kyrie I (6 v, 0)
: christe eleison I (6 v, 0)
: Christe eleison II, section 1 (6 v, 0)
*
1 section
2 (6 v, (0)3)
s K y r i e II (6 v, 0)
•“TsaacO
I, 69
Munich 31
Christus surrexit mala nostra (6 v, 0)
*Munich 31
Eleven Introits, all 6 v, all from Munich 31
Puer natus est nobis (In Nativitate Domini)
Chor, v. 81, p. 1
Vultum tuum deprecabuntur (In Circumcisione Domini
et Octava Nativitas)
Chor, v. 81, p. 6
Ecce advenit dominator Domini (In Epiphania Domini)
Chor, v. 81, p. 12
Suscepimus, Deus, misericordiam tuam (In Purifica
tions B. Mariae Virginis)
Chor, v. 81, p. 16
Rorate

caeli desuper (In Annuntiatione B. Mariae
Virginis)
Chor, v. 81, p. 21

Resurrexi, et adhuc tecum sum (Dominica Resurrectionis)
Chor, v. 81, p. 25
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Isaac (cont.)
Eleven Introits from Munich 31 (cont.)
Viri Galilei (In Ascensione Domini)
Chor, v. 119, P» 1
Spiritus Domini (Dominica Pentecostes)
Chor, v. 119» Po 8
Benedicta sit Sancta Trinitas (In Festo Sanctissimae Trinitatis)
Chor, v. 119* P» 13
Cihavit eos ex adipe (In Festo Corporis Christi)
Chor, v. 119* P» 17
Salve Sancta Parens (Commune Festorum B. Mariae
Virginis)
Chor, v. 119» P» 23
Missa De beata Virgine (6 v)
IsaacM, 60
IsaacO I, 49
Missa Paschali (6 v)
IsaacO I, 1

Missa Solenne (6 v)
IsaacO I, 27

Munich 31
Jena 33
Wroclaw 428
Jena 38
Berlin 40013
Rome 160 (Kyrie I and
Christe only)
Munich 31

Missa Virgo prudentissima (6v)
IsaacM II, 75
Brussels 6428
Jena 38
Munich 31
(Missa Virgo prudentissima II, 6 v)
Munich 31?
(Missa Wolauff gesell von hynnen I, 6 v)
Munich 31?
(Missa Wolauff gesell von hynnen II, 6 v)
Munich 31?
(Optime pastor, 6v)
(This work is cited in Reese,
Renaissance, p. 215, where it is said to date
from 1513; it is listed in the Fetis catalog
as #1809 and is supposed to be in a manuscript
in the Royal Library in Brussels.)
Virgo prudentissima (6 v)
DenTO XXXII, 208

St. Gall 463
St. Gall 464
PRINT 1520-4

Isaac (cont.)
0 regina nobilissima (6v, "Comme femme" in tenor)
Leipzig 14-94Agnus redemit oves (6v)
Munich 31
Amen.

Et cum spiritu tuo (6v)
Munich 39 (anon)

0 sacrum convivium (6v)
CrawfordV I I , 4-78

Modena 4-

Officium 0 . . de dedications Templi (4— 6 v)
Augsburg 23
Officium de Dominica Invocavit (3-6v)
Munich 39
Officium de Dominica quarta Adventus (4— 6 v)
Munich 39
Officium . . . Pentecostes (4— 6 v)
Augsburg 7
Officium . . 0 Trinitatis (4— 6 v)
Augsburg 7
Pater filius sanctis (3-6v)
Munich 31
(Jacotin = Jacques Godebrie, c. 14-50-1529, Flemish com
poser)
Sancta Divinitas unus Deus (8v)
PRINT 154-5-2

(Jones, Robert, c. 14-85-0. 1536, English composer)
Missa Spes nostra (6v)
Cambridge 4-0 (tenor
missing)
Josquin des Pres (c. 1440-1521), Netherlands composer
(middle period)
1.
2.

Ave nobilissima•creatura, Pars I (6v, 0)
— --- , Fars II (6v, £)
*JcsGA, Mot #34PRINT 1519-3
Munich 4-01 (Bassus II
missing)

3.

Inviolata (12v, 0)
*JosGA Supp., p. 66

Kassel 38

62 4' Josquin (cont.)
4-.

P r o c h d o l o r — P i e -Jesu (7v, 0?— b l a c k n o t a t i o n )

*JosGA Supp., p. 66

. Brussels 228

5.
6.

0 virgo prudentissima, Pars I (6v, 0)
, Pars II (6v, 0)
*JosGA, M o t #4-5
Leiden 862
Rome 24PRINT 1520-4-

7.
8„
9„

B e n e d i c t a es,

10.
11.
12.
13.

c a e l o r u m regina, Par s I (6v, 0)
Pars III, section 1 (6v, $3)
: ----- , section 2 (6v, 0)
*JosGA, Mot #4-6
PRINT 1520-4
Leiden 862 (Pars I in C
instead of 0)
Munich 260
Munich 4-01
Munich 1536
Rome 16
Rome M26
1

Veni,Sancte Spiritus, Pars I (6v. 0)
: Pars II, section 1 (6v, 0)
---— i ----- , section 2 (6v, (0)3)
* ----- » section 3 (6v, 0)
*JosGA, Mot #4-9
Gotha A98
Munich 1536
Stuttgart 36
PRINT 1537-1

14-0 Pater nos ter, qui es incaelis, Pars
I (6v, 0)
150 — — :
Pars II, Ave Marla
(6v, 0)
*JosGA, Mot #50
Munich 12
Munich 4-01
Munich 1536
Berlin 4-004-3
Dresden 5
16.

In illo tempore— Et ecce terrae motus: Pars I
(6 v, 0 )
*JosGA, Mot #55
Breslau 5
*PubAPTM VI, 36
Stuttgart
25
PRINT 1538-1

17.

In nomine Jesu (6v, 0)
*PubAPTM VI, 32

PRINT 1558-4PRINT 1564— 1
(attr. Mouton in a
Bologna ms?)-

625
Josquin (cont,)
18.

Tulerunt Dominum meum (8v, 0) (Pars I of Lugebat
David Absalon)

*Chor, v. 23, p, 22

19.

Sources with text "Tule
runt Dominum"
Breslau 5'
Dresden-Lttbau 50
Leipzig 4b
PBINT 1554-2
Sources with text "Luge
bat De.vid"
Munich 1536
PBINT 1564-1
Begensburg ?86
Zwickau 94

0 virgo virginum, Pars I (6v, 0)
*JosGA (Mot) V, 114
Borne XII,4
*Chor, v, 57» P» 11
Borne M 26
PBINT 1555-2

19a. Ave Maria . . . virgo serena, section 1 (4v, 0)
20.
21.

22.

23.

24.
25.

26.
27.
28.

29.

30.
31.
32.

,section

2(4v, ^)

,section
3(4v, 0)
*JosGA, Mot #1

Florence II.I.232
St. Gall 463
Gotha A 98
PBINT 1502-1

Ave Maria . . . virgo serena, section 1 (6v, 0t two
voices are added to Josquin's original
four-voice work)
,section

2(6v, ^)

,section
3(6 v, 0)
*JosGA, Mot #la

Munich 41

Missa L'homme arme sexti toni* Kyrie I (4v, 0)
---- * Christe eleison (4v, 0)
*Kyrie II (4v, 0)
*Agnus Dei III (6v, 0)
*JosGA, Messe #5
Leipzig 51
Borne 4l
PBINT 1502-2
Missa Malheur me bat* Kyrie I (4v, C)
---- * Christe eleison (4v, 0)
,Kyrie II (4v, {0)3)
*Agnus Dei III (6 v, 0)
*JosGA, Messe #8
PBINT 1505-2
Brussels 9126
Borne 23
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Josquin (cont.)
Absolve, quaesumus, Domine— Requiem aeternam (6v, 0)
JosGA, Mot #82
Toledo 21
(Alma Redemptoris Mater— Ave Regina coelorum— Inviolata, Integra, et casta— Regina coeli, 6 v.
No source known; cited in Zarlino, Coun
terpoint. p. 2 3 8 )
Ave Maria, gratia plena (7v)
Bologna Rl42 (tenor
only)
Ave Maria (8v)
Verona 218
Beati omnes qui timent Dominum— see Champion.
Christus mortuus est (6v, 0) (=Pars II to Videte
omnes populi?) ^see also Nimphes, nappes;
see also Sic Deus dilexitK
JosGA (Mot) V, 146
PRINT 1564-2
(Christus resurgens a mortuis, 6v — no source known)
Coelorum decus Maria (9v)
Verona 218
Confitemini Domino (6v)
Rome 55-60
Rome 38 (Mouton; not in
ShineM)
Haec dicit Dominus (6v) (=contrafactum of Nimphes,
nappes?)
PRINT 1537-1
Berlin 40013
Gotha A 98
Hue me sydereo (6 v, 0)
JosGA Mot #32

PRINT 1519-3
Brussels 9126
Leiden 863

Inter natos mulierum (6v, 0)(Pars II, 6v, 0)
JosGA Mot #84
Rome 3&
Rome 2
Bologna R142 (tenor
only)
(Laudate Dominum, omnes gentes, l 6 v. Almost cer
tainly by Matthias Eckel.)
Leipzig 49
Copenhagen I 872
(Eckel)
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Josquin (cont.)
Lugebat David Absalon (8v ) — see #18, page 625 (Tulerunt Dominum meum)
Miserator et misericors Domini (6 v) (=contrafactum
of Se congie prens)
Leipzig ^9
Missa Da pacem— see Bauldeweyn.
Missa Hercules Dux Ferrarlae (Agnus Dei III, 6 v)
JosGA, Messe #7
Brussels 9126 (as M.
Philippus Rex Castilliae)
PRINT 1505-2
Nimphes, nappes, nereides (6v)— see also Haec dicit
Dominus; see also Christus mortuus; see
also Sic Deus dilexit.
PubAPTM VI, 89
0 dulcis arnica (6 v canon "cuiusvis toni," all

voices derived from one)
PRINT 15^0-1
0 Maria virgo sanctissima (6 v)
Bologna R1^2 (tenor
only)
Petite et accipietis (6 v)(=contrafactum of Petite
camusette)
Leipzig ^9
Praeter rerum seriem (6 v)
JosGA, Mot #33
Chor, v, 18, p. 23
BraithI IV, 192

Dresden 5
Gotha A98
Rome 16

Qui habitat in adjutorium (2*Jv, j£, canon)
PRINT 15^2-2
Kassel 2^
Requiem (6 v ) — see Richafort
Responsum acceperat Simeon (6v)
JosGA (Mot) V, 131
PRINT 15^5-1
Chor, v, 23, p. 12
Videte omnes populi (6v)(^another contrafactum of
Nimphes, nappes,* see also Haec dicit Do
minus. Van Crevel (IMS 19^1, II* 6 5 ) says
Nimphes is actually a contrafactum of
Videte omnes populi, which, with two other
motets, forms the cycle Videte omnes popu
li— Christus mortuus est— Sic Deus dilexit
mundum.)
PRINT 1501-1
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Josquin (cont.)
Sic Deus dilexit (6 v) (probably belongs as Pars
III to Videte omnes populi, q.v.)
JosGA (Mot) V, 143
PRINT 1564-2
Victimae paschali laudes (6 v) (Quite possibly by
Brunet, as attr. in Rome 24)
JosGA, Mot #81
Rome 55-60
Rome 24 (Brunet)
Toledo 10
Kellyk, Hugo (fl. late 15th c.), English composer
(early period)
1,

Gaude flore virginal!, section 1 (7v, 0)
, section 2 (7 v, 0)
*MusB X, 15
Eton 178

(Knyght, Thomas, fl. c. 1500?, English composer)
Missa Libera nos (6 v)
Cambridge 40 (?)
La Rue, Pierre de (c. 1460-1518), Flemish composer
(Netherlands group, middle period)
1.

Ave Sanctissima Maria (6 v, C)
*MaldR 1882, II, 13
Brussels 228
(corrected)
PRINT 1534-1 (Verdelot)

2. Missa Ave Sanctissima Marias Kyrie I
3 .-- -----, Christe eleison (6 v, C2)
4.-- ---- : Kyrie II (6 v, C2)
5.-- -----s Credos
Confiteor (6 v, (C2)3)
6 .-- -----: ---- — s Et vitarn venturi (6 v,
7.
Sanctuss
Osanna (6 v, (C)3)
8 .-- -----s
s Benedictus (4v, C2)
9 .-- -----, Agnus Dei I (6v, 0)
*KreldM II, 76
Brussels
*DocPLSER, Ser. I.B.
Brussels
#1
Jena 4
Jena 5

(6 v, C2)

0)

15075
6428

Pater de caelis Deus (6 v)
PRINT 1555-3
Credo (Patrem omnipotentan) (6 v)
Rome 234
Magnificat (4-6v)
Jena 20
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Lambe, Walter (fl. late 15th c.), English composer
(middle period)
1.
2.
3.

0 Maria, plena gratia, section 1 (6 v, 0)
----- ,
section 2(6v, 0)
----- ,
section3(6v, 0)
*MusB X, 31
Eton 178
(0 regina caelestis gloriae, 6 v — only one page sur

vives, according to HarrisonM, 318)
Ludford, Nicholas (c. 1480-c. 1557)» English composer
(late period)
1. Magnificat Benedicta: Et exsultavit (6 v, 0)
2 , -----* in Deo salutari (6 v, 0)
3 #-- -----. Quia fecit (*J-v, 0)
4. -----* Et sanctum nomen (^v, 0)
5. -----: Fecit potentiam (6 v, ^ in C, 2 in 0, no appa
rent notational significance)
*LoeETM I, 110
Cambridge 667
Missa Videte miraculum*
----- s
, section 2
8 . -----* Osanna, section 1
9 . -----: ----- , section 2
1 0 0 -----s Agnus Dei II (6 v,
60

70

Gloria, section 1 (4v, 0)
(6 v, 0 )
(6 v, C)
(6 v, C)
C)
■“•Cambridge 667
Lambeth 1

Missa Benedicta (6 v)
Cambridge 667
Lambeth 1
(Missa Christi virgo, 6v?)
Cambridge 667 (5v)
Cambridge 40?
(Missa Inclina Domine, 6 v?

Incomplete?)
Cambridge o?

4

(Missa Regnum mundi, 6 v)
Cambridge ^0
Spiritus meus (6 v)
Cambridge 667
(Moulu, Pierre, b. late 15th c.; Netherlands composer)
Salve Justina martyr (7^)
Padua A 17
Verona 218 (text*
Salve Barbara)
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(Moulu— c o n t , )
Missa Stephane gloriose

(Agnus III, 6v)
R o m e 55

Mouton, Jean (c, 1475-1522), French composer (Nether
lands group, late period)
1,

Ave Maria, gemma virginum (8v, 0)
*ShineM I, 56
PRINT 1534-1
*SmijersT III, 173

2,

Benedicam Dominum in omni tempore (6v, C) .
*Chor, v, 7 6 , p. 9
Rome 38 (cited in
ShineM as "5v, ex
4. Canon: Aspetta el
tempo e sara con
tent o'*)

3,
4,
5,

Missa Regina mearums Kyrie I (4v, C)
----- s Christe eleison (4v, 0)
----- : Kyrie II (4v, C)
*MinorM II, 212
PRINT 1515-1
Coimbra 2
PRINT 1546-2

6,

Exsultet, conjubilando Deo, Pars I (8 v, 02)
— -— , Pars II (8v, 0)
*ShineM I, 267
PRINT 1555-4
PRINT' 1564-1

7,

Puer natus est nobis (b), Pars II, section 2
(4v, (0)3)
*ShineM I I , 680
Bologna Q19
Modena 9
Rome 46

8,

Verbum bonum et suave, Pars II, section 2
(8 v, (0)3)
#ShineM II, 884
PRINT 1564-1
Verona 218
Breslau 6 (or 8 or 15?
Citation unclear in
ShineM)

9,

Missa Lo serai Je dire:
*Mouton00 III, 36

Da pacem, Domine (6v,
ShineM I, 213

Agnus Dei III (6v, 0)
's-Hertogenbosch 72C
Jena 2
Jena 4

0)
PRINT 1555-^

(Missa Benedicam Dominum, 6 v — cited in Zarlino, In
stitution! , IV, p. 4l4— mistaken citation for
Missa Benedlctus?)
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Mouton (cont.)
Missa Benedictus Dominus Deus (Agnus Dei II, 6 v)
MinorM I I , 74
Cambrai 4
Munich 510
PEINT 1515-1
(Missa L'honme armes
contains at least one canon
in seven voices— see BridgmanA, 2 9 8 ; Reese,
Renaissance, 285. In a Jena ms, acc. Reese.)
Nesciens Mater (8 v, 0)
ShineM II, 547
LcwinskyM I I , 207
SmijersT III, 43
0 Maria, piissima (6v,
ShineM II, 623

St. Gall 463
PRINT 1534-1
PRINT 1555-4

0)

Salva nos (6 v, 0)
ShineM II, 736
LowinskyM I I , 227

PRINT 1555-4
Modena 9
's-Hertogehbosch 72C
Bologna Q19

Fulgebunt iusti sicut (8v)
Verona 218
Confitemini Domino— see Josquin
(Notens, Jo., fl. c. 1500?; German composer?)
Regina caell (8v)
Vienna 11. 883 (attribu
tion questionable)
Obrecht, Ja'cob (c. 1450-1505), Netherlands composer
(early period)
I.
20
3,
4,

5,
6,
7,
8,
9,

Salve Regina’, Pars I, section 1 (6 v, 0)
-----*
, section 2 (6v, 0)
-----Pars II, section 1 (6 v, jzf)
-----s ----- , section 2 (6v, 0?)
*0brW VI,.. 1
Munich 34
*0br00 II', I, 1
Regensburg C98
Missa Sub tuum praesidiumt
Sanctus, section 1 (6 v, 0)
-----1
, Benedictus (6v: 5 in 0, 1 in C)
------ Agnus Del I (7v, 0)
----- 1 Agnus Dei II (7v, 0)
----- , Agnus Dei III (7vs 6 in 0, 1 in C)
*0br00, Missae VI
Annaberg 1126
Bale 23
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Obrecht (cont.)
10.Benedlcamus In
laude, section 1 (4v, ft)
1 1 . ------ , section 2 (4v, (ft)3)
12.
, section 3 (4v, $2'.)
*RossM II, 37
Segovia (for "background
and contents of this
ms, see AnglesM.)
13.
14.
15.
16.
17 0

Cuius sacrata viscera (4v, 0)
*RossM II, 4-3
Quis numerare queat, Pars II, section 1 (4v, C)
*
,section 2 (4-5v, (C)3 )
-— — 1
,section 3 (4v, C)
*0brW VI, 120
PRINT 1505-3
Inter praeclarissima, Pars III ( k , $)
*RossM 88
Segovia

Ockeghem, Johannes (c. 1420-1497), Flemish composer
(Netherlands group, early period)
1. Missa Mi-Mis
Kyrie I (4v, 0)
2 . -----: Christe eleison (4v, ft)
3.-- -----: Kyrie II (4v, 0)
4. -----s Gloria, section 1 (4v, 0)
5 . -----, -----, section 2 (4v, ft)
*0ckeghemC II, 1
Rome 234
Rome 4l •
Rome 63
Deo gratias (36v, 0) (see above, pp. 357-363)
RiemannH II,' 239
PRINT 1542-2 (anon)
PIpelare, Matthaeus (15th-l6th c.), Netherlands composer
(middle period)
1.
2,

Magnificat III toni: Et exsultavit (4v, ft)
: Fecit potentiam (4v, ft)
*Pip00, 37
Jena 20
PRINT 1544-1

3.
4,

Memorare Mater Christ!, Pars I (7v, C2)
— -— f Pars II (7v, ft)
*Plp00 I, 45
Brussels 215
(Missa Sine nomine, 8v— no longer survives, acc.
CroL, ll4j was in Wroclaw 98 and was destroyed
in World War II)

Prioris, Johannes (d. after 1512), Netherlands composer
(middle period)

1 . Magnificat VIII toni, verse 2 (4v, 0)
2 . — ---- , verse 4 (4v, 0)
, verse 6 (4v, 0)
3.

4-.

5.

, verse 8 (6v,
*WexlerC, 50?

)

Missa Tant bel mi sont:
*Wes:lerC, 325
Ave Maria (8v, 0)
*DouglasM, 230

Da pacem, Domine (6v, 0)
DouglasM, 226

Berlin 40013
Jena 20
Weimar B
Osanna II (7v, 0)
Cambrai 18
Home 23
PRINT 1528-1
PRINT 1520-1
PRINT 1545-3
PRINT 1520-1
PRINT 1545-3

Missa De venerabili Sacramento (4-6v)
KeaheyM
Jena ?
(Pygot, Richard, 15th-l6th c., English composer)
Missa Veni Sancte Spiritus (6v?)
Cambridge 40
Rener, Adam (1485-1520), Netherlands composer (late
period)
1.
20
3,
40
50

Ave preclara maris stella* verse 1 (4v, 0)
-----* verse..12, section 1 (4v, 0)
-----j ----- , section 2 (6v, 0)
-----*•
---- , section 3 (6v, 0)
-----* verse 14 (4v, 0)
*ParkA I (Motets), 98
Jena 33

6,

Qui paracletis diceris (6v, 0)
*ErbeDM XXI, 75
PRINT 1542-12
*ParkA I (motets), 126

(Rhaw, Georg, 1488-1548, German printer, editor, and com
poser. Rhaw wrote a mass in twelve voices to intro
duce the deba.te -between Luther and Eck in 1519 (see
Reese, Renaissance. 678). The date of the disputa
tion was June 27, 1519*
the mass, described as
being "set quite artistically" (FriedenL, 244-245)

6 3^

-

(Rhaw— cont.)
and "the like of which had never been heard before"
(RadeD I, 4-51) »• was sung by the St. Thomas Church
Choir under Rhaw's direction (BoehmerR, 279-280),
It seems virtually certain that Rhaw wrote the work;
apparently, however, he did not publish it, and it
is now lost.)
Richafort, Jean (c. 1^80-15^8), Netherlands composer
(late period)
1.

Missa Pro defunctis*

Requiem aeternam (6v, 0)
*Modena X
Munich k6
Leiden 863
PRINT 1532-3

2. 0 felices panni, section 1 (ov, 0)
3 .-- -----, section 2 (6v, (0)3)
k. -----, section 3 (6v, 0)
*Modena 9
5.

6,

Quern dicunt homines, Pars I (4v, 0)
-----, Pars II (^v, 0)
*NugeL, ^79
Cambrai 12^0 beata infancia (6v)
Modena 9

(Sadler, John, 15th-l6th c., English composer)
Mass in six voices?
Oxford 21?
Senfl, Ludwig (d. c. 1555)» Swiss composer (Netherlands
group, late period)
1,

Verbum caro factum est, Pars I (6v, 0)
*SenflS XI, 1
Munich 12
Munich ^01
Stuttgart k3
PRINT 1537-1
2, Dominica Pentecostes, Sequentia, verse 1 (4v, 0)
3 ,---- ---f verse 2 (4v, 0)
4,
verse 3 (Av,. 0)
---f verse ^ (^v, 0)
5,
6 , — -— t verse 5
0)
7,
---, verse 6 (4v, 0)
8,
---, verse 7»section
1 (4v, 0)
9«
, -------, section 2 (^v, (0)3)
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Senfl (cont.)
10«
11 a
12.
13.

----- , verse 9 ( ^ , jt)
----- ,. verse 10, section 1 (4v, 03)
— -— ,.-----, section 2 (4v, jzJ)
— -— , verse 12 (6v, 0)
*SenflS IX, 1
Munich 36
Ave Maria . . . virgo serena (6v, 0; after Josquin)
JosGA I, 157
Munich 12
SenflS XI, 12
Munich 401
PRINT 1537-1
Dominica Resurrectionis* Sequence*
Credendum
(6v, 0)
SenflS XIII, 94
Munich 38
Dresden 7
Haec est dies (4~6v)
SenflS XI, 111

Munich 10
PRINT 1537-1
Regensburg 887

InPesto Sanctissimae Trinitatis* Sequentia*
Pater fillus (6v, 0)
*. verse VII, 0 veneranda (6v, 0)
: verse X, Per infinita (6v, 0)
SenflS IX, 25
Munich 36
Leipzig 49
Zwickau 81
Sancte Pater (6v)
SenflS III, 3

vs 1,

PRINT 1520-4

Silva, Andreas de (15th-l6th c.), Netherlands (?) com
poser (middle period)
1.
2.
3.

Missa Adieu mes amors* Kyrie I (4v, 0)
: Christe eleison (4v, C2)
* Kyrie II (4v, 0)
*Berlin 40091
*Rome 45

4.
5.
6.
7.
8.
9.

Missa Tu es pastor oviums Kyrie I (7v, 0)
* Christe eleison (7v, C2)
—
* Kyrie II (7v, 0)
:-:*• Gloria* Qui tollis, section 1 (7v, G2)
—
* -----*.
---- , section 2 (7v, 03)
------ s -----* ----- , section 3 (7^» fi)
*Rome 55
Gaude Felix Florentla (6v, 0) *
SilvaO II, 65
Rome 38 (text* Gaude felix ecclesia)
Rome 55-60
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Silva (cont.)
Illumina oculos meos (6v, 0)
SilvaO II, 9
Roms 55-60
Rome 55
Rome XI 1,4
Regina caeli laetare (6v, 0)
SilvaO II, 4l
. PRINT 1535-4
Sticheler, Joh(annes) (dates unknown), German composer
(Other composers, late period)
1. Missa Se j’avoye pourpoin de velour: Kyrie I (5v, 0)
2 . -----: Christe eleison (6v, 0)
3 .-- -----Kyrie II (6v, 0)
4. -----: Credo:
penultimate section (6v, 0)
5 .-- -----:
: last section (6v, (0)3)
6 . ----- : Sanctus:
Osanna (6v, C3)
*Vienna 11.883
Sturton, Edmund (15th-l6th c.), English composer
(middle period)
1.
20
3o
4„

Gaude Virgo
-----: Part
-----:
----- :
*MusB

Mater Christi, Part I (6v, 0)
II, section 1 (6v, 0)
-, section 2 (6v, 0)
, section 3 (6v, 0)
X, 81
Eton 178

Ave Maria ancilla Trinitatis (6v)
Lambeth 1
Sutton, John (fl. 1477-1489), English composer (early
period)
1. Salve Regina:
Part I
(7v, 0)
2. -----: Part II (7v, 0)
3.-- ----- : Part III, 0 clemens (7v, 0)
,
4 0 -----: Part IV, 0 dulcis Maria (7v, J))
*MusB XI, 1
Eton 178
Tinctoris, Johannes (c„ 1436-1511), Netherlands theorist
and composer (early period)
1. Missa. Sine nomine #1: Kyrie I (3v, 0)
2. -----1 Christe eleison (3v> 0)
3 .-- ----- , Kyrie II (3^, 0)
4. -----: Gloria, section 1 (3v, 0)
5 . -----: ----- , section 2 (2v, 0)
6 .-- -----: ----- , section 3 (2v, 0)
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Tinctoris (cont.)
7,
. ---, section 4 (2>v, C)
*MelinM II, 352
Verona 755
8.

Lamentationes Jeremiae (part I) (4v, JZ?)
*MelinM II, ^63
PBINT 1506-1

(Turges, Edmund.

15th c. English composer)

A Mass in-6 voices is listed in the King's College
inventory of 1529 “hut is apparently now lost-HarrisonM,.259-260,
Verdelot, Philippe (c. 1567), Flemish composer (Nether
lands group, late period)
1.

Sancta Maria, virgo virginum (6v, £)
*Modena 9
Attends Domine ad me (6v)
Padua A 17
Rome 38
Si hona suscepimus (6v)
Modena 9
Beata es virgo Maria (?v)
Verona 218

(Vinders, Jerome,* dates unknown; Netherlands composer)
Salve Regina (5-6v)
Munich 3^
Willaert, Adrian (c. 1^90-1562), Netherlands composer
(late period)
1.

Verbum honum et suave, Pars I (6v, C)
*GehreM IV, 1886
PRINT 1519-2
PRINT 153^-3
PRINT 15^2-10
0 salutarls hostia (6v)
Rome XII,4
Enixa est puerpera (6v)
Rome
Missa Mente tota (4~6v?)
Rome 16
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Wylkynson, Robert (c. 1^50-c. 1515)» English composer
(middle period)

-o owj\ -p-Vjj ro

1. Jesus autem transiens— Credo in Deum (13v, j2)
*MusB XII, 135
Eton 178
. Salve Regina, section 1 (9v, 0)
.-- -----section 2 (9v,. 0)
.-- -----, section 3 (9v, 0)
section 4 (3v, C)
.-- -----, section 5 (9v, C)
,-- -----, section 6 (9v, C)
*MusB X, 90
Eton 178
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Selective Bibliography

The bibliography, which is preceded by a list of
abbreviations (see p. 6^0), is divided into six cate
gories !
I.
II.
III.
IV.

Monographs
Festschrlften and collections of essays
Dissertations and theses
Reprints and translations of treatises by
Renaissance theorists

V.
VI.

Modern editions of Renaissance music
Articles, essays, papers, and reviews

Within each category the entries are arranged alphabe
tically by author or (for Festschrlften) editor.

The

editions of Renaissance music are alphabetized by com
poser rather than by the name of the m o d e m editor.
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Abbreviations

Periodicals
Acta

Acta Muslcologlca

CH

Computers and the Humanities

HS

Hamline Studies in Musicology

IMS

International Musicological Society.

JAMS

Journal of the American Musicological Society

JMT

Journal of Music Theory

KJ

KIrchenmusikalisches Jahrbuch

MD

Musica Discipline

m

Musical Quarterly

Mf
RM

Die Musikforschung

TVNM

Ti.ldschrift van de Vereniging voor Nederlandse
Muziek Geschiedenls

Reports.

Revue Musicale

Festschrlften and Collections of Essays
(for bibliogra
phic information, see Section II below? the abbrevia
tions on this page are given for the purpose of easy
identification of items in Section II.)
BrookP
BukofzerS
GlowackiP
HughesA
LowinskyJ
Marshalls
PowersS
ReeseE
RobertsonP
SalopS

6b 1
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Monographs.

Andrews, Hilda K. The Technlgue of Bvrd*s Vocal Poly
phony o London, 1966.
Apel, Willi. Acoldentlen und Tonalltat in den Muslkd e n k m a i e m des 15. und~16. Jahrhunderts. Berlin.
1936,
Apel, Willi. Notation of Polyphonic Music, 900-1600.
Cambridge, Mass.:
The Medieval Academy, 1953*
(BoehmerR)
Boehmer, Heinrich.
Road to Reformation; Martin Luther
to the year 1521.
Trans, by John W. Doberstein
and Theodore G. Tappert.
Philadelphia:
Muhlen
berg Press, 19^60
Crocker,. Richard L. A History of Musical Style.
York: McGraw-Hill, n.d.

New

Feininger, Laurence Karl Johann. Die Frtlhgeschlchte
des Kanons bis Josquln des Prez (urn 1500). Emsdetten: H. und J 0 Lechte, 1937
Forkel, J. N.

Allgemeine Geschlchte der Musik (2 vols),

1788-1801.
(FriedenL) .
Friedenthal, Richard. Luther, Seln Leben und seine
Zelt. Mflnchen: Piper, 1967.
Grout, Donald- Jay. A History of Western Music, rev. ed.
New York: Norton, 1973•
Hamm, Charles. A Chronology of the Works of Guillaume
Dufay Based on a Study of Mensural Practice.
Princeton, 19^4.
Harrison, Frank Llewellyn. Music in Medieval Britain.
London: Routledge & Kegan Paul, 1958*
Haydon, Glen. The Evolution of the Six-Four Chord.
Univ. of California Press, 1933. Reprint, New
York: Da Capo Press, 197°.
Hughes, Andrew.
Manuscript Accidentals:
Flcta in
Focus 1350-1^50'.' (n.p.) American Institute of
Musicology, 1972 (Musicological Studies and Docu
ments, 2 7 ).
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Husmann, Heinrich.
Die drel- und vlerstlmmigen NotreDame Organa. Krltische Gesamtausgabe. Leipzig,
1940.
Jeppesen, Knud.
Counterpoint* The Polyphonic Vocal
Style of the Sixteenth Century. Translated, with
an introduction, by Glen Haydon. New York*
Prentice-Hall, 1939.
Jeppesen, Knud.
The Style of Palestrina and the Disso
nance 0 Oxford University Press, 1946.
Reprint*
New 'York* Dover, 197°•
Lowinsky, Edward.
lands Motet,

Secret Chromatic Art in the Nether
New York, 1943*

Osthoff, Helmuth.
1962-1965.

Josauin Desprez (2 vols.)„

Tutzing,

Picker, Martin.
The Chanson Albums of Marguerite of
Austria. Berkeley and Los Angeles, 1965.
(RadeD)
Hade, Paul Martin.
Doktor Martin Luthers Leben. Thaten
und Meinungen auf Grund relchllcher Mlttellungen
aus seinen Briefen und Schriften. Tttbingen und
Leipzig*
I. C. B. Mohr, 1901.
Reese, Gustave.
Music in the Middle Ages.
Norton, 19^0.

New York*

Reese, Gustave.
Music in the Renaissance.
Norton, 195^

New Yorks

Riemann, Hugo. Handbuch der Musikgesohichte (second
ed., 3 volsTT Leipzig, I919-I9 22.
Sachs, Curt.

Rhythm and Tempo.

New York, 1953*

Soderlund, Gustave Fredrlc.
Direct Approach to Counter
point in 16th Century Style. New York*
F. S.
Crofts•& Co., 1947.
Sparks, Edgar H.
Cantus Flrmus in Mass and Motet 14201520. Berkeley* Univ. of California Press, 1963.
Sparks, Edgar H. The Music of Noel Bauldeweyn.
York* AMS (Galaxy Music Corp.), 1972.

New
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Teuscher, H.
Christ 1st erstanden. Stllkritlsche Studle
tlber die mehrstlmmlgen Bearbeitungen der Welse von
den Anf&ngen bl's 16007 1930*
Wienandt, Elwyn A.
Choral Music of the Church,
Yorks 'Free Press, 1965*

II.

New

Festschrlften and Collections of Essays.

(BrookP)
Brook, Barry S., Edward 0. D. Downs, and Sherman van Solkema, eds. Perpectlves In Musicology. New York:
Norton, 1972.
(BukofzerS)
Bukofzer, Manfred. Studies In Medieval and Renaissance
Music. New Yorks Norton, 19^°«
(GlowackiP)
Glowacki, John (ed.). Paul A. Plsks Essays In His
Honor. College of Fine Arts, Univ. of Texas, 1966.
(HughesA)
Hughes, Dom Anselm, and Gerald Abraham (eds,). Ars Nova
and the Renaissance 1300-1540 (Volume III in The
New Oxford History of Music). Londons Oxford
University Press, I960.
(LowlnskyJ)
Lowinsky, Edward E. (ed.) and Bonnie J. Blackburn. Josquln des Prez. Proceedings of the International
Josquln Festival-Conference held at the Jullllard
School at Lincoln Center in New York City, 21-25
June 1971. Londons
Oxford University Press, 1976.
(Marshalls)
Marshall, Robert L.. (ed.). Studies In Renaissance and
Baroque Music In Honor of Arthur Mendel. Kassels
B&renreiter, 1974.
(PowersS)
Powers, Harold (ed,), Studies In Music History:
for Oliver Strunk. Princeton, 1968.

Essays

(ReeseE)
Reese, Gustave and Robert J, Snow (eds,). Essays In Mu
sicology In Honor of Dragan Plamenac. Pittsburgh:
Univ. of Pittsburgh Press, 1969.
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(RobertsonP)
Robertson, Alec and Denis Stevens.
The Pelican History
of Music. Vol. IIs Renaissance and Baroque. Bal
timore, Md. and Harmondsworth, Middlesex:
Penguin
Books, 1963*
(SalopS)
Salop, Arnold.
Studies on the History of Musical Style.
Detroit: Wayne State University Press, 1971.

Ill.

Dissertations and Theses,

Bergquist, Ed Peter. The Theoretical Writings of Pietro
Aaron. Ph,D, DissT"] Columbia, 1964.
Biggie, Lloyd, Jr. The Masses of Antoine Brumel.
Diss., Univ. of Michigan, 1953*

Ph.D.

(Braithl)
Braithwaite, James Roland,
The Introduction of FrancoNetherlandish Manuscripts to Early Tudor England:
The Motet Repertory (withV~Vols. III-V Transcrip
tions . Ph.D. Diss., Boston Univ. Graduate School,
l W T
(ClinkC)
Cllnkscale, Edward Henry.
The Complete Works of Antoine
de Pevln. (Vol. I: Commentary; Vol. II: Music)
Ph.D. Diss., New York University, 1965.
Collins, Michael Bruce. The Performance of Coloration.
Sesauialtera. and Hemiolia. (1450-1750)* Ph. D.
Diss,', Stanford Univ., 1963*
(CrawfordV)
Crawford, David Eugene. Vespers Polyphony- at Modena's
Cathedral in the First Half of the Sixteenth Cen
tury (with) Part II. Transcriptions. Ph. D. Diss.,
Univ. of Illinois, 1967*
Cross, Ronald. ..Matthaeus Plpelare: A Historical and
Stylistic Study of his Works (2 vols.).
Ph. D.
Diss., New York University, 1961,
(DouglasM)
Douglas, Conrad, ..T h e •Motets of Johannes Prlorls with a
Prefatory Bio-Bibliographical Study. Master's thesis, Univ. of Illinois, 19^9*

6^5
Drake, George Warren James.
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TVenlce. I S O ? ) ; A Critical Study and Complete Edi
tion (2 vols).
Ph.D. Diss., Univ. of Illinois, 1973*
(GehreM)
Gehrenbeck, David Maulsby. Motettl de la Corona; A
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Prints (Possombrone 151^. 1519), with 44 Transcrip
tions (4 vols.'). S .M.D. Diss ,j. Union Theological
Seminary, 197°•
Haggh, .Raymond Herbert. Hugo Rlemann's "Geschichte der
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A Translation with Commentary and Annotated
Bibliography. Ph.D.'Diss., Indiana University, 1961.
Hansard, Mary P. The Vocal Polyphonic Style of the Latin
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Diss., Univ. of Kentucky, 1971*
Kabis, Sister Mary Elise, S.C.
The Works of Jean Rlchafort. Renaissance Composer (145o?-c. 15^5).
Vol. I,
Commentary: Vol. II. Transcriptions.
P h .D . Diss.,
New York University, 1957•
Kast, Paul, Studlen zu den Messen des Jean Mouton0 Ph.
D. Diss., Wolfgang Goethe-Universlt&t, Frankfurt am
Main, 1955.
(KeaheyM)
Keahey, Thomas Herman.
The Masses of Johannes Priorls.
A Critical Edition.
Ph.D. Diss., Univ. of Texas,

1968.

(KreidM)
Kreider, John Evan.
The Masses for Five and Six Voices
bv Pierre de la Rue (2 vols.).
Ph.Do Diss., Indiana
University, 197^.
(LernerS)
Lerner, Edward Robert.
The Sacred Music of Alexander
Agricola (with) Alexander Agricola Collected Works:
Ma.ag.S5— (Vols. I and II). Motets (Vol. Illj . Ph.D.
Diss., Yale Univ., I958.
(MelinM)
Melin, William Eugene.
The Music of Johannes Tinctoris
-.(oa.i.14-35-1511j-t A. Comparative Study of Theory and
Practice (2 vols.). Ph.D. Diss., Ohio State uV, 1973.

6^6
Miller, Clement Albin. The Dodecachordon of Heinrich
Glarean.
Ph.D. Diss., Univ. of Michigan, 1951*
(MinorM)
Minor, Andrew C. The Masses of Jean Mouton.
Diss,, Univ. of Michigan, 1951.

Ph.D.

Nagle, Sister Mary Ellen. The Structural Role of the
Cantus Flrmus in the Motets of Jacob Obrechto
Ph.D. Diss., Univ. of Michigan, 1972.
(NugeL)
Nugent, Bill Allen. The Life and Works of Antonius
Dlvltls. Ph.D. Diss,, North Texas State Univer
sity, 1970.
Parker, Robert LeRoy,
The Motets of Adam Rener (c. 1^85c. 1520) (with) Part Two? Transcriptions. Ph.D.
Diss., Univ. of Texas, 19^3.
Patrick, Philip Howard. A Computer-S.tudy of a Suspenslon-Formatlon of the Masses of Josquln des Prez.
Ph.D. Diss., Princeton Univ., 1973.
Perkins, Leeman Lloyd.
The Motets of Jean Lheritier
(2 vols.).
Ph.D. Diss., Yale Univ., 196j?.
Rigsby, Oscar Lee.
The Sacred Music of Elzear Genet:
Vol. I. Historical and Analytical Study; Vol. II,
Edition of Selected Works.
Ph.D. Diss.. Univ. of
Michigan, 1955.
Roberts, Kenneth Creighton.
The Music of Ludwig Senfl»
A Critical Appraisal (with) Vol-». II i Appendix D
Tincludlng complete transcription) The Liber Selectarum Cantionum of 1520. Ph.D. Diss., Univ. of
Michigan, 1965.
Rosen, Ida. The. .Treatment of Dissonance in the Motets
of Josquln des Prez. Ph.D. Diss., Cornell Univ.,
(RossM)
--Ross, Ronald David.
The Motets of Jacob Obrech.^ A
Stylistic Analysis. Vol. I. Text; Vol.'ll. Trans
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works■ Ph.D. Diss., Univ. of Cincinnati, 1973.
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Structure and Style.
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(ShineM)
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(WexlerC)
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Dodecachordom. Translation, trans
cription and commentary by Clement A. Miller.
(n.p.) American Institute of Musicology, 19^5
(Studies and Documents, 6),
Morley, Thomas. A Plaine and Easle Introduction to
Practicall Musieke (1597)* Edited and with introduction by Edmund H, Fellowes. London:
Oxford
University Press, 1937*
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